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TRANSLATOR’S PREFACE 


T HE translation of Hegel’s “ Acsthetik ” or 44 Phi¬ 
losophy of Fine Art,” which is contained in the 
four volumes of the present work, is the first complete 
translation in English of the three volumes devoted 
to this subject in the collected edition (Berlin, 1835). 

I know of four partial translations in English of this 
work and one in French. These are Mr. \V. M. Bryant’s 
translation of Part II.* Mr. Kcdney’s short analysis of 
the entire work,* Mr. Hastic’s translation of Michelet s 
short M Philosophy of Art,” * prefaced by Hegel’s In¬ 
troduction, partly translated and partly summarized 
and lastly Professor B. Bosanquet’s complete transla¬ 
tion of Hegel’s first Introduction with notes.* 

The French translation of M. Bdnard purports to 
be more or less a reproduction of the entire work and 
runs into two large-sjze^l volumes. It also is, however, 
so far as Hegel’s Introduction and the first two Parts 
arc concerned, merely a compressed summary, and 
only in particular passages is the translation anything 
but a very free rendering of the original, though there 
is a far closer approach to this in Part IH. 

I have not seen Mr. Bryant’s translation. As any 
approach to an adequate reproduction of Hegel s 


‘ New York, Appleton and Co. 

and of good quality for a little over thirty pages. After that it is 
a mere summary. 

* Kegan Paul, Trench and Co., lotto. 
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writing Mr. Hastic’s translation of Michelet's work 
and Mr. Kedney’s analysis arc of very little value. 1 
Professor Bosanquet’s translation is admirable within 
the limits imposed. To that extent I have merely fol¬ 
lowed, as I was able, in iny friend’s footsteps; but 
this advance covers little more than one sixteenth 
part of the entire work of i ,600 pages. 

With regard to all such analyses I entirely concur 
with Professor Bosanquet’s view stated in his preface, 
that such merely mislead if regarded as in any way a 
reflex of cither Hegel himself or the German text. 
It is true that this work is—as are in their degree other 
volumes of the collected edition, the M Outlines of the 
Philosophy of Right " for example—a heterogeneous 
product, in our own instance not merely lacking the 
final revision of the author, but rather put together as 
such a connected treatise by the editor responsible 
(i) from several autograph MSS. of Hegel/ some of 
which were little more than fragmentary notes for 
lectures, (ii) supplemented further from notes * taken 
by pupils who attended such lectures, the entire con¬ 
glomerate being (iii) finally dovetailed together with 
connecting links by the editorial hand much as, to 
cite his own illustration, a careful picture restorer 
might do in order to secure the impression of a unified 
work, the unity aimed at by himself being rather that 
of a connected literary treatise than a series of lectures. 

It is obvious that a product of this nature will vary’ 
considerably throughout in the degree that the per¬ 
sonality and unique flavour of Hegel himself, whether 
viewed as writer or thinker, asserts itself. 

' Mr Kedney’s volume only amounts to about three hundred 
small-sired pages altogether. 

* The most important source were MSS. for lectures given 
in 182a This formed the basis of further lectures in 1S23, 1826, 
and 1829. 

* The notes to which our editor had access referred to the 
lectures given in 1823 and 1826, with others of those in 1826 
and 1829. 
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The introductions 1 have been, it would appear, 
taken almost exclusively from Kegel's own MSS.; 
but even these remained unrevised for the press T owing 
to the premature and sudden death of their author. 

Of the greater portion of the work we can merely 
f irm our judgment of the nature of Els authenticity 
from the content itself On the whole I should my- 
seif say that the result was more favourable than 
might under such conditions have been expected. 
The editor assures us expressly that so far as all illus¬ 
trations and the substantive content of the work is 
concerned no attempt has been made whatever to 
supplement the same- Hegel is throughout here en¬ 
tirely responsible. 1 think, further, that the endeavour 
claimed by the editor to preserve the general char¬ 
acter and tone {Koforii) of Hegel’s own diction has 
attained a degree of success that could only have 
been within the reach of devoted pupils and friends of 
the man himself, who for man;’ years both attended 
his lectures and studied his published works. What¬ 
ever opinion, however, we may arrive at on this head 
there can hardly be two opinions as to the sources in 
which the main interest consists for a modem reader. 

First, 1 should lay particular stress on the forceful 
and characteristic manner in which the fundamental 
philosophical conceptions which underlie the entire 
fabric are worked into and elaborated explicitly 
throughout its detail. The very nature of this un¬ 
wearied and insistent interfusion ( Durchdrvigytig ) of 
positive fact, whether historical, scientific, or aesthetic, 
with the dialectic movement of the Idea is here as 
essentially the method of Hegel as it is elsewhere. 
And this is so despite the fact that it is here pre¬ 
sented for the most part Eit a form less repellent to the 

1 The first Introduction is obviously taken from Hegel’* MS., 
the editor not even venturing in this case to obliterate its font! 
as an address in the lecture room. It represents perhaps the 
neatest approach we possess to the revised Mia. 
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ordinary reader and less provocative of bast lie critic- 
ism , T ran slaters there fore, who, fbl! o w i ng the c scam p! e 
of the French translator, 1 deliberately seek to hgtiten 
the burden of their cargo by throwing overboard what 
they choose to call the •' injurious dialectic, or the 
''dark labyrinth " of this aspect of our work may re¬ 
produce much that is of instruction or interest, but 
most certainly do not reproduce Cither the mam 
strength of Hegel as a thinker, or the most char¬ 
acteristic impression—to say nothing of the repeti- 
tfons^of such style or absence of literary style tn.it 
he possessed. 

Secondly, if there is one feature more striking than 
&nv other in this work, which is bound at least to 
surprise anyone who still harbours the obsolete notion 
that this philosopher moved in an exclusively abstract 
region of idea remote from the concrete experience ol 
life and scientific or artistic knowledge, it is the wealth 
and extraordinary range of the illustrations 1 u these 
volumes no less than the vigour and freshness of their 
application. In this respect two translations which 
merely amount to a summary of theoretical content 
simply omit the vital or at least the most attractive 

heart of the interest, , , , t t . 

As to the present claim of this laborious work to 
recognition and study, its historical significance is, 1 
think, admitted by the most acknowledged authorities 
on the subject. As Schasler has called it it is the 
first complete system of a philosophy of Art i lie 
nature of its importance to our Own most able and 


\a almost inevitable defect of such a translation is that 
criticism may be offered without supply the tnaienal neces^ry 
for any satisfactory verdict upon its sufficiency. Thus M. Benard 
cites with approval an adverse criticism passed upon wlut is 
tailed Regers inadequate treatment of the Idea of beauty as a 
partial manifestation of the absolute Idea, but birtto includes 
ativ of the passawea which refer to this m b« Iran slat ion (role, 
p \ 6 ) Such can lead to no conclusion whatever, though u 
obviously may entirely mislead his readers, , 
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learned historian of the Philosophy of Fine Art may 
not only be deduced from his own summary of its 
contents and significance in his invaluably historical 
survey , 4 but fa further illustrated by the fact that he 
has reproduced the concluding portion of Hegel's in¬ 
troduction tn exienso in an Appendix to this work. 

Other writers have been less judicious both as 
hostile critics and in the degree of their praise or en¬ 
thusiasm. One German authority has called it Hegel s 
masterpiece. Such a title is, apart from any other 
ground, sufficiently excluded by its history alone. 
Whether Ilegel might have made it his masterpiece 
had he lived is of course another question. ^ 

Other admirers, such as the late Professor Cairo, 
have more legitimately accepted such a distinction for 
the " Phenomenologie des Geistes.’ Mr. Hastie will 
even have it that throughout " All is dear, radiant, 
harmonious and dim with the things that are a 
joy for ever.” Such an effusive display of abstract 
Vqts teliung reminds one little of either the dour 
temper of the Swabian philosopher, or the concrete 
intelligence which most distinguishes him from hts 
rivals now and in his lifetime. I can promise no such 
garden of Hesperides, or even Platonic banquet, to 
any of my readers. It is true that we have here, the 


< - History of Aesihetik," by Bernard Bosanquet (Sironcn- 

schriu, iSga). See m particular pp. 333'3^ WEib regard to ih« 

eemparauvt value of the work of Sdiellm^ and Hegel ofi l. u 
subject tht author says fp- 334)3 44 h may ** said that while we 
prefer Hegel 10 SchcILing this is partly because Sthdlmgn best 
represented in Hegel” I can claim but a very brmted nnu 
hand knowledge of modern German works on Aesthetik. Bu l 
may observe that the section of LStw^s history of German 
on the subject devoted to Hegel's "Philosophy of tine An 
appears to me by no means equal in ability to other pontons of 
the work. The aim of the author appears rai her that of proving 
thai his own researches occupy a ground wholly unoccupied 
by Hegel than of defining with any completeness the ground 
actually appropriated by Hegel, 

• : " Life of Hegel," p. no, 
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work being primarily built upon lectures intended to 
instruct the ordinary student, no such parade of the 
dialectic method in its formal structure such as con¬ 
stitutes the mot of offence in some oLhcr works of 
Hegel. But if we approach it with the belief that all 
is therefore the plain sailing we meet with in the 
world of journalistic art criticism and the common- 
sense conceptions of everyday life, or with the assur¬ 
ance that the work is, or can be, intelligible without 
some real attempt to grapple with the fundamental 
ideas of Hegelian metaphysic, we may find cur dis¬ 
appointment very considerable. As a humble trans¬ 
lator E am bound to say that In a very large number 
of passages I have by no means discovered immediacy 
of intelligibility or radiance to be a conspicuous feature 
of the original. Radiance is indeed, I should say, not 
an attribute emphatically characteristic of any kind 
or Teutonic literature, and least of all of its scientific 
and philosophical literature. The present work is 
certainly no exception. With its untiring, not to say 
remorseless, effort to press home in repeated expres¬ 
sion, often but slightly varied, the same fundamental 
points, its dogged and endless persistence in the care¬ 
ful explication through rational definition of every 
kind of positive materia! that presents itself from the 
nature of the divine in man, or the soul of living tjeast 
to the accurate determination in the terms of ex¬ 
pressed thought of a musical sound or an epigram or 
simile, with its wellmgh total disregard of the beauty 
of literary style, and its by no means unfrequent dis¬ 
regard of all principle of proportion in the co-ordina¬ 
tion of its varied subject-matter—whatever else such 
a product may be it is most assuredly not, at least to 
English apprehension, reminiscent of the radiance 
cither of Homer or Apollo, 

But though even sincere admiration may smile 
over such a description, it does unquestionably reflect 
to a remarkable extent the thoroughness, tenacity >*f m 
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purpose, the absence of superficial rhetoric, Lite wide 
range, the extraordinary combination of constructive 
idea and detailed knowledge and research we rightly 
associate with the most valued works of German 
science and philosophy. It has never been more need¬ 
ful than at this time of day to draw attention to such 
qualities, when the national bias is to ignore or be¬ 
little their presence. It is, moreover, not without 
passages which attain to a very real elevation of elo¬ 
quence, eloquence marked by the pro foil ndest earnest¬ 
ness and entirely free from the least flavour of bom¬ 
bast or sentimentalism. To the right kind of reader 
it can hardly fail to convey a certain fascination which 
is not merely due to the presence of a powerful and 
original intellect, but is equally inseparable from the 
product of a human soul intent upon getting at the 
heart of its subject, and keeping its vision through¬ 
out fixed on that. Nor fe the mere breadth of the 
canvas and the depth oT its content its only attraction. 
The work is indeed full of digressions of exceptional 
interest to the general reader, and as such bears the 
indelible stamp of Hegel's manner as a lecturer, which 
bis editor maintains stood out in such marked con¬ 
trast to his more concise style as an author, drawing 
as he did when lecturing so largely on his encyclo¬ 
paedic stores of knowledge. 

To treat all the text as we now have it with the 
same respect may very possibly betoken to some an 
excess of zeal on the part of the translator; but after 
all the most important thing for an English reader is 
to know what the volumes actually contain. In deal¬ 
ing with Hegel the outlined sketch, whether secured 
through a process of distillation or adulteration,, is by 
no means any compensation for the loss of the com¬ 
plete picture. If we are impatient over many aspects 
of this philosopher's particularity, we had much better 
dispense with him altogether. 

Sympathetically studied it is hardly too much to 
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sjy that this monumental work is an education in 
itself. It is at any rate one which cannot fail to en¬ 
large our conceptions of the significance and dignity 
of human art. N T or is this by any means impossible, 
even though we are unable to concur hi. or indeed 
remain insufficiently qualified to express a judgment 
upon all or even a few of the most important of its 
conclusion* But it is perhaps not wholly unnecessary 
to observe that before venturing upon a verdict in our 
wisdom ive must, as Robert Browning submitted in 
reference to the criticism passed upon his poetry, 
have awakened both our senses and intelligence u that 
they may the better judge," It is the modest aim of 
the present translation to make that preparatory pro¬ 
cess more easy for the English reader, to assist that 
intelligent assimilation of the truth as it appears to a 
great and world-famous thinker, which is the neces¬ 
sary condition of any criticism meriting respectful 
attention at all. Such assimilation is perhaps impos¬ 
sible in the case of Hegel without effort, and indeed 
something of sympathy with his general outlook and 
temper, making as he dixus little or no appeal what¬ 
ever to the lover of literature as such, who had con¬ 
sequently far better leave him austerely alone to the 
consideration of others who are more attracted. 

I do not propose in these prefatory remarks to en¬ 
large further on the actual content of Lhe work, or on 
the nature of the criticism which has been directed 
either to fundamental positions or matters of detail 
Some of these I have referred to in my notes on the 
text where they are most obviously pertinent. The 
general reader will find a very useful introduction to 
some of the more primary difficulties in the study of 
Hegel in Professor Bosanquets prefatory essay to his 
translation. The more serious student can hardly dis¬ 
pense with the perusal of a considerable portion of 
the same writer's history of Aeathetik, at least that 
portion which directly deals with the writings of Kant, 
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Schiller, Goethe, Schilling, and Hegel himself on the 
subject 1 

1 hold my translation to be as literal as is possible 
consistently with an endeavour to render or interpret 
German philosophical language in the language or 
idiom of really expressive and intelligible English, it 
is now genu rally admitted that all translation is in 
the nature of an interpretation. However much I may 
have fallen short of my aim* that aim has been through¬ 
out to express the actual ideal content of the German, 
not merely with all the force and directness I could 
muster, but with as near an approach to the formal 
structure of the German text as was consistent with 
the like condition of really readable English, Above 
alt I have striven to avoid the lassitude oT mere para¬ 
phrase, that vague generalization of content which 
conceives itself to possess the right to eliminate from 
the text pretty much what it pleases. 

Hie Index attached to the final volume is limited 
in its reference to proper names, and pre-eminently to 
illustration?: in the text of works either of general 
literature, or other products of art, which I considered 
of use or interest to the genera! reader. 

In the table of contents to the several volumes 1 
have notified with brackets my own contributions to 
the German original In all other respects I have re¬ 
tained the divisions of subject-matter as i found them 
recorded by Hegel or his editor, 

F. R 0 , 

1 The most authoritative introduction lo the study of the 
f Jegelian ^ art dpomi for English readers is, of course,' [he laic 
Proresior Wallace s Prolegomena to his translation of the lesser 
boric, and the introduction to his translation of the Philosophy 
of Slmd. 
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PHILOSOPHY OF FINE ART 


INTRODUCTION 

I 

""THE present inquiry L has for its subject-matter Aesthetic. 

*■ It is a subject co-ex tensive with the entire rtnfm of the 
beautiful ; more specifically described, its prod nee is that of 
Art, or rather, we should say, of June Art 

For a subject-matter such as this the term "Aesthetic Jr is 
no doubt not entirely appropriate, for *' Aesthetic " denotes 
more accurately the science of the senses or emotion. It 
camo by its origins as a science, or rather as something 
that to start with purported to be a branch of philosophy, 
during the period of the school of Wolff* in other words 
when works of art were generally regarded ill Germany with 
reference to the feelings they were calculated to evoke, as, 
for example, the feelings of pleasure, admiration, fear, pity* 
and so forth. It is owing to the unsuitability or, more 
strictly speaking, the superficiality of this term that the at¬ 
tempt has been made by some to apply the name “ Callistic J1 
to this science. Vet this also is dearly insufficient inasmuch 
as the science here referred to does not investigate beauty 
m Its general signification, but the beauty of art pure and 
simple. For this reason we shall accommodate ourselves to 
the term Aesthetic* all the more so as the mere question of 

1 Thu introduction Logins as an introduction uf lectures. Em u ihc 
WOfk is merely based to 4, huge extent un ntrtes foe lEEttmc*, or on a 
ounuscrjpt whinh did not preserve the lectures as they were delivered, 
it will be found njost convenient to ignore ihii foci* nud in referencei Ed 
It simply u a writ tut liotk 




: 


THE PHILOSOPHY OF 


nomenclature is for ourselves a matter of indifference. It 
has as such been provisionally accepted in ordinary speech, 
and we cannot do better than retain it. The however, 
which fully expresses our science is “ Philosophy of Art,” 
and, with still more precision, “ Philosophy of Fine Art.” 

(a) In virtue of this expression we at once exclude the 
beauty of Nature from the scientific exposition of Fine Art 
Such a limitation of our subject may very well appear from 
a certain point of view as an arbitrary boundary fine, similar 
to that which every science is entitled to fix in the demarca¬ 
tion of its subject-matter. We must not, however, under¬ 
stand the limitation of “ Aesthetic ” to the beauty of art in 
this sense. We are accustomed, no doubt, in ordinary life 
to speak of a beautiful colour, a beautiful heaven, a beautiful 
stream, to say nothing of beautiful flowers, animals, and, 
above all, of beautiful human beings. Without entering 
now into the disputed question how far the quality of beauty 
can justly be predicated of such objects, and consequently 
the beauty of Nature comes generally into competition with 
that of art, we are justified in maintaining categorically that 
the beauty of art stands higher than Nature. For the beauty 
of art is a beauty begotten, a new birth of mind; 1 and to 
the extent that Spirit and its creations stand higher than 
Nature and its phenomena, to that extent the beauty of art 
is more exalted than the beauty of Nature. Indeed, if we 
regard the matter in its formal aspect, that is to say, accord¬ 
ing to the way it is there, any chance fancy that passes 
through any one’s head,* is of higher rank than any product 
of Nature. For in every case intellectual conception and 
freedom arc inseparable from such a conceit. In respect to 
content the sun appears to us an absolutely necessary con¬ 
stituent of actual fact, while the perverse fancy passes away 
as something accidental and evanescent. None the less in 
its own independent being a natural existence such as the 
sun possesses no power of self-differentiation; it is neither 
essentially free nor self-aware; and, if we regard it in its 
necessary cohesion with other things, we do not regard it 

1 Hegel, alluding no doubt to tbc words of the Gospel, puts it "born 
and born again from mind (apirit).” 

* It U assumed that such a fancy is seized and defined as such in 
separation from other cspcricr.ee. 
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independently for its own sake, and consequently not as 
beautiful. 

Merely to maintain, in a general way, that mind and the 
beauty of art which originates therefrom stand higher than 
the beauty of Nature is no doubt to establish next to no¬ 
thing. The expression higher is obviously entirely indefinite; 
it still indicates the beauty of Nature and art os standing 
juxtaposed in the field of conception, and emphasizes the 
difference as a quantitative and accordingly external differ¬ 
ence. But in predicating of mind and its artistic beauty a 
higher place in contrast to Nature, we do not denote a dis¬ 
tinction which is merely relative. Mind, and mind alone, is 
pervious to truth, comprehending all in itself, so that all 
which is beautiful can only be veritably beautiful as par¬ 
taking in this higher sphere and as begotten of the same. 
Regarded under this point of view it is only a reflection of the 
beauty appertinent to mind, that is, we have it under an im¬ 
perfect and incomplete mode, and one whose substantive 
being is already contained in the mind itself. 

And apart from this we shall find the restriction to the 
beauty of art only natural, for in so far as the beauties of 
Nature may have come under discussion—a rarer occurrence 
among ancient writers than among ourselves—yet at least it 
has occurred to no one to insist emphatically on the beauty 
of natural objects to the extent of proposing a science, or 
systematic exposition of such beauties. It is true that the 
point of view of utility has been selected for such exclusive 
treatment. We have, for example, the conception of a 
science of natural objects in so far as they arc useful in the 
conflict with diseases, in other words a description of min¬ 
erals, chemical products, plants, animals, which subserve 
the art of healing. Wc do not find any analogous exploita¬ 
tion and consideration of the realm of Nature in its aspect 
of beauty. In the case of natural beauty we are too keenly 
conscious that we are dealing with an indefinite subject- 
matter destitute of any real criterion. It is for this reason 
that such an effort of comparison would carry with it too 
little interest to justify the attempt. 

These preliminary observations over beauty in Nature 
and art, over the relation of both, and the exclusion of the 
first-mentioned from the province of our real subject-matter 
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arc intended to disabuse us of the notion tb.it the limitation 
of our science is simply a question of capricious selection. 
We have, however, not reached the point where a demon- 
j {ration of this fact is feasible for the reason that such an 
investigation falls within the limits of our science itself, and 
it is therefore only at a later stage that nc can either discuss 
or prove the same. 

Assuming, however, that we have, by way of prelude, 
limited our inquiry to the beauty of art, we arc merely by 
tins first step involved in fresh dkfnculties. 

(£) What must first of all occur to us is the question 
whether Fine Art in itself is truly susceptible to a scientific 
treatment. It is a simple fact that beauty and art pervade 
id! the affairs of life like some friendly gening, and embellish 
with their cheer all our surroundings, mental no less than 
material They alleviate the strenuousness of such relations, 
the varied changes of actual life; they banish the tedium of 
our existence with their entertainment; and where nothing 
really worth having is actually achieved, it b at least an ad’ 
vantage that they occupy the place of actual vice. Yet while 
art prevails on all sides with its pleasing shapes, from the 
crude decorations of savage tribes up to the splendours of 
the sacred shrine adorned with every conceivable beauty of 
design, none the less such shapes themselves appear to fall 
outside the real purposes of life, and even where the imagin¬ 
ative work of art is not in)pervious to such serious objects, 
nay, rather at times even appear tn assist them, to the extent 
at least of removing what is evil to a distance, yet fur all 
that art essentially belongs to the relaxation and reertotion 
of spiritual life, whereas its substantive interests rather make 
a call upon its strained energy. On such grounds an attempt 
to treat that which on its own account ts not of a serious 
character with all the gravity of scientific exposition may 
very possibly appear to be unsuitable and pedantic, In any 
case from such a point of view art appears a superfluity if 
contrasted with the essential needs and interests of life, even 
assuming that the SofUnmg of the soul which a preoccupa¬ 
tion with the beauty of objects is capable of producing, docs 
not actually prove injurious in its effeminate influence upon 
the serious quality of those practical interests. Owing to 
this fundamental assumption that they are a luxury it ha^ 
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often appeared necessary to undertake the defence of the 
fine arts relatively to the necessities of practical life, and 
in particular relatively to morality and piety; and inasmuch 
as this harmlessness is incapable of demonst ration, the idea 
has been at least to make it appear credible, that this luxury 
of human experience contributes a larger proportion of ad- 
mnfqgts than disadvantages* In this respect serious aims 
have been attributed to art, and in many quarters it has 
been commended as a mediator between reason and sensu¬ 
ous associations, between private inclinations and duty, per¬ 
son EEied in short as a reconciler of these forces in the 
strenuous conflict and opposition which tins antagonism 
generates. But it is just conceivable 1 that, even assuming 
the presence of such aims with all their indubitably greater 
seriousness, neither reason nor duty come by much profit 
from such mediation, for the simple reason that they are in¬ 
capable by their very nature of any such interfusion or com¬ 
promise, demanding throughout the same purity which they 
intrinsically possess. And we might add that art does not 
become in any respect more worthy thereby of scientific 
discussion, inasmuch as it remains still on two sides a 
menial, that if, subservient to idleness and frivolity, if also 
to objects of more elevated character. In such service, 
moreover, it can at most merely appear as a means instead 
of being an object for its own sake* And, in conclusion, 
assuming that art is a means, it still invariably labours 
under the formal defect, that so far as it in fact is sub¬ 
servient to more serious objects, and produces results of 
like nature, the means which actually brings this about is 
deception. Tor beauty is made vital in the appearance* Now 
it can hardly be denied that aims which are true and serious 
ought not to be achieved by deception; and though such an 
effect is here and there secured hy this means, such ought 
only to be the case in a restricted degree; and even in the 
exceptional case w r e are not justified in regarding deception 
as the right means. For the means ought to correspond 
with the dignity of the aim* Neither semblance nor decep¬ 
tion, but only what is itself real and true, possesses a title 
to create what is real and true. Just in the same way 
science has to investigate the true interests of the mind in 
» l Thf Kfileace i* i tighdy ironfall* 1 Dtm 
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accordance with the actual process of the real world and the 
manner of conceiving it as ivc actually find it 

We may possibly conclude from the above grounds that 
the art of beauty is unworthy of philosophical examination. 

It is after all, it may be said* only a pleasant pastime, and, 
though we may admit more serious aims arc also in its 
purview, nevertheless it is essentially opposed to such aims 
in their seriousness. It is at the most merely the servant 
of specific amusements no less than the exceptional serious 
objects, and for the* medium of ft* existence as also for the 
means of its operations can merely avail itself of deception 
and show. _ a 

But yet further in the stand place, it is a still more 
plausible contention that even supposing fine art to be com¬ 
patible generally with philosophical disquisition, none the 
less it would form no really adequate subject-matter for 
scientific enquiry 1 in the strict sense, For the beauty of art 
is presented to sense* feeling, perception, and imagination: 
its held is not that of thought, and the comprehension of its 
activity and its creations demands another faculty than that 
of the scientific intelligence. Furthermore, what we enjoy 
in artistic beauty is just the freedom of its creative and 
plastic activity. In the production and contemplation of 
these we appear to escape the principle of rule and system. 
In the creations of art wc seek for an atmosphere of repose 
and animation'os some counterpoise to the austerity of the 
realm of law and the sombre self-concentration of thought; 
we seek for blithe and powerful reality in exchange for the 
shadow-world of the Idea. And, last of all the free activity 
of the imagination is the source of the fair works of art, 
which in this world of the mind arc even more free than 
Nature is herself* Not only has 3ft at its service the entire 
wealth of natural form in all their superabundant variety, 
but the creative imagination is able inexhaustibly to extend 
ihe realm of form by its orvtt productions and modifications, 
fn the presence of such an immeasurable depth of inspired 
creation and its free products, it may not unreasonably be 
supposed that thought will lose the courage to apprehend 
such in their apparent range t to pronounce its verdict thereon, 
and to appropriate such beneath its universal formulae. 

Science, cm the other hand, everyone mustadm \u is form- 
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ally bound to occupy itseir with thinking which abstracts 
from tbc mass of particulars: and for this very reason, from 
one point of view, the imagination and its contingency and 
caprice, in other words the organ of artistic activity and 
enjoyment, is excluded from it. On the other hand, when 
art gives joyous animation to just this gloomy and and 
dryness of the notion, bringing its abstractions and divisions 
into reconciliation with concrete fact, supplementing with 
its detail what is wanting to the notion in this respect, even 
in that case a/nrrfy contemplative reflection simply removes 
once more all that has been added, does away with >t con¬ 
ducting the notion once again to that simplicity denuded of 
positive reatity which belongs to it and its shudowland ci 
abstraction. It is also a possible contention that science in 
respect to content is concerned with what is essentially 
ffft-miriy If our science of Aesthetic places on one side 
natural beauty, not merely have we apparently made no 
advance, but rather separated ourselves yet further iram 
what is necessary. The expression Mitare implies from the 
first the ideas of ntitnity and unsfermity, that is to say a 
constitution w hich gives every expectation of its proximity 
and adaptability to scientific inquiry. In mental operations 
generally, and most of all in the imagination, if contrasted 
in this respect with Nature, caprice and superiority to every 
kind of formal restriction, caprice, it is here assumed, is 
uniquely in its right place, and these at once put out of 
court the basis of a scientific inquiry. 

From each and all these points of view consequently, tn 
Its origin, that is to say, in its effect and in its range, fine art, 
so far from proving itself fitted for scientific effort, rather 
appears fundamentally to resist the regulative principle of 
thought, and to he ilFadapted for exact scientific discussion. 

Difficulties of this kind, and others like them, which haie 
been raised in respect to a thoroughly scientific treatment 
of fine art have been borrowed from current ideas, points of 
view, and reflection, the more systematic expansion of which 
we may read ad rnustam in previous literature, in particular 
French literature, upon the subject or beauty and the fine 
arts. Sueb contain to some extent facts which bayuibeir 
justification; in elaborate arguments ore deduced 


fact, elaborate arguments 
Kvitnmmtntt : a dispAraglng expression. 
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therefrom, which abo 3re not without their tincture of 
apparent plausibility* In this way, for instance, there is the 
fact that the configuration of beauty is as multifold as the 
phenomenon of beauty h of uni versa \ extension; from which 
we may conclude, if we care to do so, that a universal 
impulse towards beauty is enclosed in our common nature, 
and may yet further conceivably infer, that because the 
conceptions of beauty are so countless in their variety and 
withal are obviously something particular, it is impossible 
to secure laws of vniDtrsai validity either relatively to beauty 
or our taste for it. 

Before turning away from such theories to the subject, as 
we nut selves conceive it, it will be a necessary and pre¬ 
liminary tosh to discuss the questions and objections raised 
above. 

First, as to the worthiness of art to forni the object of 
scientific inquiry', it is no doubt the case that art can be 
utilized as a mete pastime in the service of pleasure and 
enleriainment, either in the embellishment of our surround¬ 
ings, the imprinting of a delight-giving surface to the external 
conditions of life, or the emphasis placed by decoration on 
other objects. In these respects it is unquestionably no 
independent or free art, but an art subservient to certain 
objects. The kind of art, however, which nv ourselves 
propose to examine is one which is frtt f n its aim and its 
means. That art in genera! can serve other objects, and 
even be merely a pastime, is a relation which it possesses in 
common with thought itself, 1-rom one point of view 
thought likewise, as science subservient to oilier ends, can 
be used in ju&l the same way for finite purposes and means 
as they chance to crop up, and as such serviceable faculty 
oT science is not self-determined, but determined by some* 
thing alien to il But, further, as distinct from such su l> 
servicnce to particular objects, science is raised of its own 
essential resources in free independence to truth, and ex¬ 
clusively united with its own aims in discovering the true 
fulfilment in that truth. 

Fine art is not art in the true sense of the term until it is 
also thus free, and its highest function is only then satisfied 
when IE has established itself in a sphere which it shares 
with religion and philosophy, becoming thereby merely one 
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made and form throtigh ivhicli thej the profoundly! 

interests of mankind, and spiritual truths of widest range, 
art brought home to consciousness and expressed. It is 
in works of art that nations have deposited the richest 
intuitions and ideas they possess; and not infrequently fine 
art supplies a key of interpretation to the wisdom and 
religion of peoples; in the case of many it is the only one. 
This is ,'sn attribute which art shares in common with 
religion and philosophy, the peculiar distinction in the case 
of art being that its presentation of the most exalted subject* 
matter is in sensuous form, thereby bringing them nearer 
to Nature and her mode of envisage ment, that is closer 
to our sensitive and emotional life. The world, into the 
profundity of which thought penetrates, is a supersensumis 
one, a world which to start with is posited as a Beyond in 
contrast to the immediacy of ordinary conscious life and 
present sensation. It is the freedom of reflecting com 
sciousness which disengages itself from this immersion in 
the 11 this side* or immediacy, in other words sensuous 
reality and Altitude. But the mind is able, too. to heal the 
fracture which is thus created in its progression. From the 
wealth of its own resources it brings into being the works of 
line art as the primary bond of mediation between that 
which is exclusively external, sensuous and transitory, and 
tlie medium of pure thought, between Nature and its Unite 
reality, and the infinite freedom of a reason which compre¬ 
hends. Now it was objected that the t foment 1 of art was, if 
we view it as a whole, of an unworthy character, inasmuch 
as it consisted of appearance and deceptions inseparable 
from such. Such a contention, would of course be justifiable, 
if we were entitled to assume that appearance had no Ictus 
stntuti : at all. An appearance or show is, however, essential 
to actuality. There could be no such thing as truth if it did 
not appear, or, rather, let itself appear, 1 ' were it not further 
true for some me thing or person, for itself as also/cr spirit. 
Consequently it cannot be appearance in general against 

* Hegel here means the formal charadCT, not the material on which 
[l i. imposed in the sever.:I art*, 

1 Hegel lays, “ba that which tai tia rieht In 1*/" ff,ti t^fohiutn 
sc/tentfe. 

1 Erichtint » eoaitu&leil with uktiuf. 
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which such an objection can be raised, hut the particular 
mode of its manifestation under which art makes actual 
what is essentially real and true* If, then, the appearance, in 
the medium of which art gives determinate existence to its 
creations, be defined as duepfi^ t such an objection is in 
the tirst instance intelligible if we compare it with the 
external wortd of a phenomena, and its immediate relation 
to ourselves as material substance, or view it relatively to 
our own world of emotions, that is our inward sensuous 
life. Both these arc worlds to which in our everyday life, 
the life, that is, of visible experience, we are accustomed to 
attach the worth and name of reality, actuality and truth 
as contrasted with that of art, which fails to possess such 
reality as we suppose. Now it is just this entire sphere of 
the empirical world, whether on its personal side or its 
objective side, which we ought rather to call in a stricter 
sense than when we apply the term to the world of art, 
merely n show or appearance, and an even more unyielding 
form of deception. It is only beyond the immediacy of 
emotional life and that w r orld of external objects that we 
shall discover reality in any true sense of the term. Nothing 
is actually real but that which is actual in its own independ¬ 
ent right arid substance, 1 that which is at once of the sub¬ 
stance of Nature and of mind, which, white it is actually 
here in present and determinate existence,, yet retains under 
such limitation an essential and 5 clf-con centred being, and 
only in virtue of such Is truly real. The predominance of 
these universal powers is precisely that which art accentuates 
and manifests. In the external and soul-world of ordinary 
experience we have also no doubt this essence of actuality, 
but in the chaotic congeries of particular detail, encum¬ 
bered by the immediacy of sensuous exivisagcment, and 
every kind of caprice of condition, event, character, and 
so forth. Now it is just the show and deception of this false 
and evanescent world which art disengages from the verit¬ 
able significance of phenomena to which we have referred, 
implanting in the same a reality of more exalted rank born 
of mind. The phenomena of art therefore are not merely 

1 Dji FXfiitkf/ftttdf. Thai which Id explicitly Eft itself self- 

determinate living, tie los than esseiil laity mdi in LU julr,(anLvc 
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not appearance and nothing more; we arc justified in 
ascribing to them, as contrasted with the realties of our 
ordinal)’ life, an actually higher reality and more veritable 
existence- To as little extent arc the representations af art 
a deceptive appearance as compared with the assumed truer 
delineations of historical writing. For immediate existence 
atso does not belong to historical writing. It only pos¬ 
sesses the intellectual appearance of the same as the 
medium of its delineations, and its content remains charged 
with the entire contingent materia of ordinary reality and 
its events, developments and personalities, whereas the work 
of art brings us face to face with the eternal powers para¬ 
mount in history with this incidental association of the 
immediate sensuous present and its unstable appearance ex¬ 
punged. 

If, however, it is in contrast with philosophic thought 
and religious and ethical principles, that the mode of ap¬ 
pearance of the shapes of art, is described as a deception, 
there is certainly this in support of the view that the mode 
of revelation attained by a content in the realm of thought 
is the truest reality. In comparison, nevertheless, with the 
appearance of immediate sensuous existence anti that of 
historical narration, the show of art possesses the Advantage 
that, In its own virtue, it points beyond itself, directing 
us to a somewhat spiritual, which it seeks to envisage to the 
conccptivc mind. Immediate appearance, on the contrary, 
docs not give itself out to be thus illusive, but rattier to be 
the true and real, though as a matter of fact such truth is 
contaminated and obstructed by the immediately sensuous 
medium. The hard rind of Nature and the everyday world 
offer more difficulty to the mind in breaking through to the 
Idea than do the products of art. 

But ir from this particular point of view wc place art thus 
highly, wc must not, on the other hand, fail to remember 
that neither in respect to content or form is art cither the 
highest or most absolute mode of bringing the true interests 
of our spiritual life to consciousness. The very form of art 
itself U sufficient to limit it to a definite content. It is only 
a particular sphere and grade of truth which is capable of 
being reproduced in the form of a wort of art. iuch trut i 
• must have the power in its own determinate character tu go 
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out freely into sensuous shape and remain adequate to itself 
therein, if it is to be the genuine content of art, as is the 
case, for example, with the gods of Greece. On the other 
hand there is a profounder grasp of truth, in which the 
form is no longer on such easy and friendly terms with the 
sensuous material as to be adequately accepted and ex¬ 
pressed by that medium. Of such a type is the Christian 
conception of truth ; and above all it is the prevailing spirit 
of our modern world, or, more strictly, of our religion and 
our intellectual culture, which have passed beyond the point 
at which art is the highest mode under which the absolute 
is brought home to human consciousness. The type peculiar 
to art-production and its products fails any longer to satisfy 
man's highest need. \Vc are beyond the stage of reverence 
for works of art as divine and objects deserving our worship. 
The impression they produce is one of a more reflective 1 
kind, and the emotions which they arouse require a higher 
test and a further verification. Thought and reflection have 
token their flight above fine art. To those who are fond of 
complaint and grumbling such a condition of things may be 
held as a form of decadence; it may be ascribed to the 
obsession of passion and selfish interests, which scare away 
the seriousness of art no less than its blithesomeness. Or 
we may find the fault to lie in the exigencies of the present 
day, the complex conditions of social and political life, which 
prevent the soul, entangled as it is in microscopic interests, 
from securing its freedom in the nobler objects of art, a 
condition, too, in which the intelligence itself becomes a 
menial to such trifling wants and the interests they excite in 
sciences, which subserve objects of a like nature, and arc 
seduced into the voluntary exile of such a wilderness. 

But however we may explain the fact it certainly is the 
case that Art is no longer able to discover that satisfaction 
of spiritual wants, which previous epochs and nations have 
sought for in it and exclusively found in it, a satisfaction 
which, at least on the religious side, was associated with art 
in the most intimate way. The fair days of Greek art, as 
also the golden time of the later middle ages, are over. The 
reflective culture of our life of to-day makes it inevitable, 

‘ Bnenntntr Art . Pouibly Hegel means “one more compatible 
with common tense." , 
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both relatively to our volitional power and our judgment* 
that we adhere strictly to general points of view, and regu¬ 
late particular matters in consonance with them, so that 
universal forms, laws, dutius, rights, and maxims hold valid 
as the determining basis of our life and the force within of 
main importance. What is demanded for artistic interest as 
also for artistic creation 3b, speaking in genera! terms, a vita! 
energy, m which the universal is not present as law and 
maxim, hut Is operative in union with the soul and emo¬ 
tions, just as also, in the imagination, what is universal and 
rational is enclosed only as brought into unity with a con¬ 
crete sensuous phenomenon. For this reason (die present 
time is not, if we review its conditions in their widest range, 
favourable to art. And with regard to the executive artist 
himsvlf it is not merely that reflection on every side, which 
ii'iff insist on utterance, owing 10 the universal habit of 
critical opinion and judgment, lends him astmy from his art 
and infects his mind with a tike desire to accumulate abstmet 
thought Ln his creations; mthcr the entire spiritual culture 
of the times is of such a nature that he himself stands within 
a world thus disposed to reflection and the conditions it 
presupposes, and, do what he may, he cannot release himself 
either by his wish or his power of decision from their in¬ 
fluence, neither can he by means of exceptional education, 
or a removal from the ordinary conditions of life, conjure 
up for himself and secure a solitude capable of replacing all 
that is lost. 

In all these respects art is and remains for us, on the side 
of its highest possibilities, a thing of the past Herein it has 
further lost its genuine truth and life, and is rather trans¬ 
ported to our world of ideat than is able to mains id n its 
former necessity and its superior place in reality. What is 
now stimulated in us by works of art is, in addition to the 
fact of immediate enjoyment, our judgment. In other 
words we subject the content, and the means of presenta, 
tion of the work of art, and the suitability and unsuitability 
of both, to the contemplation of our thought. A fiiente of 
art is therefore a far more urgent necessity in our own 
days than in limes in which art as art suroced by itself 
alone to give complete satisfaction, Wc arc invited by art 
tp contemplate it reflectively, not, that is to say, with the 
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object of recreating Such art/ but in order to ascertain 
sclentificatly its nature. 

In doing our best to accept such an invitation we arc 
confronted with the objection already* adverted to, that even 
assuming that art is a subject adapted for philosophical in¬ 
vestigation in a general way, yet it on questionably is not so 
adapted to the systematic procedure of science* Such an 
objection, however, implies to start with the false notion that 
we cun have a philosophical inquiry which is at the same 
time unscientific* In reply to such a point I can only here 
state summarily my opinion, that whatever ideas other 
people may have of philosophy and philosophizing, I myself 
conceive philosophical inquiry of any sort dr kind to he in¬ 
separable from the methods of science, The function of 
philosophy is to examine subject-matter in the light of the 
principle of necessity, not, it is true, merely in accordance 
with its subjective 1 necessity or external co-ordination, classi¬ 
fication, and so forth; El lias rather to unfold and demon¬ 
strate the object under review out of the necessity of its own 
intimate nature. Until this essential process is made explicit 
the scientific quality of such an inquiry is absent. In so far* 
however, as the objective necessity of an object subsists 
essentially in its logic id metaphysical nature the isot ited 
examination of art may in such a case, at any rate, or rather 
inevitably, must be carried forward W'ilh a certain relaxation 
of scientific stringency. For an is based upon many avsump 
lions, part of which relate to its content, part to its material 
or concept!vc'* medium, in virtue of which art is never far 
from the borders of contingency and caprice. Consequently 
it is only relatively to the essential and Ideal progression of 
its content and its means of expression that we are able to 

1 ] think try ihc words Sntmf wfa&r ktfwttium/m Hegel rathei nitiins 
to call up art :l- it w;ih nrcvkwuty cuhivattd Una merely la M itinndme 
art prodsetioo .’ 1 The hitci is, however, FnifeSKH Bui-uuprefi! trar-.» 
Utkin. 

1 Snbj4ttf9t apparently in the lenie of being wholly pertOtml to the 
wfiler Of ph i lo sop h er in k> far u the form of Mi Uenli&e deals Lit cEasst- 
hcatkm and amnjjnment peoiliir to himself and K> t-tHrna!, if QXit eo - 
tiiely arbitrary, 

1 I agree wilh the note of Prafessw IW?awpjet iTntr.s., p. 21) tbit 
the word <it# 3 n)t refer* here to she mental eoniULuttiU, of axtj ** c&ir- 
trailed with the ttiuuom niecEiuut* 
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retail with advantage the formative principle of Us neces- 
sity , 1 , 

The objection that works of line an defy the examination 
of scientific thought* because they originate in the unregu¬ 
lated world of imagination and temperament,, and assert 
their effect exclusively on the emotions and the fancy with 
a complexity and variety which defies exact analysis, raises 
a diffi culty which still carries genuine weight behind it. 1 As 
a matter of fact the beauty of art does appear in a form 
which is expressly to be contrasted with abitract thought, a 
form which it is compelled to disturb in order to exercise 
its own activity in its o«i) way, Such a result is simply a 
corollary of the thesis that reality anywhere and everywhere, 
whether the life of Nature or mind, is defaced and slain by 
its comprehension; that so far from being brought more 
close to us by the comprehension of thinking, it is only by 
this means that it is in the complete sense removed apart 
from us, so that in his attempt to grasp through thought as 
a means the nature of Lift, man rather renders nugatory this 
very aim. An exhaustive discussion of live subject is here 
impossible; we propose merely to indicate the point of view 
from which the removal of this difficulty or impossibility 
and incompatibility might be effected. It will at least be 
readily admitted that mind is capable of self-contemplation, 
and of possessing a consciousness, and indeed one that im¬ 
plies a power of thought coextensive with itself and every¬ 
thing which originates from itself. It is, in fact, precisely 
thought^ the process of thinking, which constitutes the most 
intimate and essential nature of mind. It is in this thinking- 
consciousness over itself and its products, despite all the 
freedom and caprice such may otherwise and indeed must 
invariably possess—assuming only mind or spirit to be 
veritably pregnant therein—that mind exhibits the activity 
congenial to its essential nature. Art and the creations of 
art, being works which originate in and are begotten of the 
spirit, are themselves stamped w ith the hall-mark of spirit* 

* That is to saf, the essential facnsalive process involved, in its nt- 

" '/here must be a misprint ot nvought in ProftsMf BwwtjiKl'i 
rendering of tlrU paisanc |p, ji). As the sentence now itosas it, does 
rvm appear to me to make sente. 
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even though, the mode of its presentation accept for its own 
the phenomenal guise of sensuous reality, permeating as tt 
dots the sensuous substance with intelligence. Viewed in 
this light art is placed from the first nearer to spirit and its 
thought than the purely external and unintelligent Nature. 
In the products of art mind is exclusively dealing with that 
which Is its own. And although works of art are not 
thought and notion simply as such, but an evolution of the 
notion out of itself, an alienation of the game in the direc¬ 
tion of sensuous being, yet for all that the might of the 
thinking spirit is discovered not merely in its ability to grasp 
itse/fia its most native form as pure thinking, but also, and 
as completely, to recognize itself in its self-divestment in 
the medium of emotion and the sensuous, to retain the 
grasp of itself in that * other" which it transforms hut is not, 
transmuting the alien factor into thought-expression, and 
by so doing recovering it to [(self. And moreover in this 
active and frequent relation to that “ other ,J than itself the 
reflective mind is not in any way untrue to itself. We 
have here no oblivion or surrender of itself; neither is 
it so impotent as to be unable to comprehend what is dif¬ 
ferentiated from that other; 1 * 3 what it actually does is to 
grasp in the notion both itself and its opposite* For the 
notion is the universal, which maintains itself in its particu¬ 
larizations, which covers in its grasp both itself and its 
“ other/ 1 and consequently contains the power and energy to 
cancel the very alienation into which it passes. For this 
reason the work of art, irv which thought divests itself of 
itself/ belongs to the realm of comprehending thought; and 
mind, by subjecting it 1 to scientific contemplation, thereby 
simply satisfies its most essential nature. For inasmuch as 
thought is its essence and notion, it can only ultimately find 
such a satisfaction after passing all the products of its 
activity through the alembic of rational thought, and in this 
way making them for the first time in very truth part of its 
own substance. But though art, as wo shall eventually see 

1 Fm fflwi. The pujCQttD, t take Ll, fflirsl itfei bcfe to dm Andtre 
nihef thM t he iatycct ■of the red). 

J “Mikes jijicU an alter* to itself rl perhaps expresse* thv German 
belter. 

3 This k. tlie work of art, * 
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with yet more distinctness, is far indeed from being the 
highest form of mind, it is only in the philosophy of art that 
it comes into all that it may justly claim. 

In the same way art is not debarred from a philosophical 
inquiry by reason of its unregulated caprice. As already 
intimated, it is its true function to bring to consciousness 
the highest interests of mind. An ini mediate consequence 
of this is that, so far as the eonfent of fine art is concerned, 
it cannot range about ill all the wildness or an unbridled 
fancy; these interests of spirit posit categorically for the 
content that embodies them definite points of attachment/ 
however multifold and inexhaustible may be the forms and 
shapes they assume- The same may be said of the forms 
themselves. They too do not remain unaffected by con¬ 
straining principles. It is not every chance form which is 
capable of expressing and presenting these interests, capable 
of assimilating them and reproducing them. It is only 
through one determinate content that the form adequate to 
its embodiment is defined. 

It is upon grounds such as these that we are also able to 
discover a track adapted to critical reflection through the 
a pparen tly endless vistas of artistic creations and sltapes. 

We have now, I trust, by way of prelude, succeeded in 
restricting the content of out science on the lines of defini¬ 
tion proposed. We have made it clear that neither is fine 
art unworthy of philosophical study, nor is such a philo¬ 
sophical study incapable of accepting as an qbject of its 
cognition the essence of fine art. 


II 

If we now investigate the required mode of such scientific 
investigation, we are here again face to face with two con¬ 
tradictory' modes of handling the subject, each of which 
appears to exclude the other and to permit us to arrive at 
no satisfactory result. 

On the one hand w« observe the science of art, merely so 

c Ilu'tptmkii. Points of a£ie*l in essential itleas peccssiry which 
qstnlxi itiii tendency to purely jibttTary caprice. 
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to speak, from an external point of view busying itself with 
actual works of art T cataloguing them in a history of art, draw¬ 
ing up a sort of commentary upon extant works, or propound¬ 
ing theories which are intended to supply the general points 
of view for artistic criticism no less than artistic production. 

On the other hand we find science wholly giving itself up 
in its independence and self-assured to the contemplation 
of the beautiful, offering generalizations which do nut con¬ 
cern the specific characteristics of a work of art. producing 
in short an abstract philosophy of the beautiful. 

i. With regard to the first menlioned method of study, 
the starting-point of which is the tmpiritai study of definite 
facts, such is the path everyone must tread who means to 
study art at all. And just as everyone nowadays, even 
though he does not actually concern himself with physical 
science, yet deems it indispensable to his intellectual equip¬ 
ment to have some kind of knowledge of the principles of 
that science/ so too it is generally considered more or less 
essential to any man of real cultivation, that he should 
possess some general knowledge of art; and indeed the 
pretension to be ranked as diilctantc, or even as genuine 
tonrroisitur, meets with comparatively few exceptions, 

(a) If however knowledge of this kind is really to claim 
the Tank of conwiuurihip of the first class it must tie both 
varied in its character and of the widest range It is an in¬ 
dispensable condition to such that it should possess an 
accurate knowledge of the wellnigh limitless field of par¬ 
ticular works of art bosh of ancient and modem limes, some 
of which have already disappeared, white others are only to 
be found in distant countries or portions of the globe, and 
which it is the misfortune of our situation to he unable to 
inspect. Add to this that every work of art belongii to cn* 
age, one nationality, and depends u[rt?n particular historical 
or other ends and ideas. On account of this it is indis¬ 
pensable that the finest type of aroscholarship should have 
at its command not merely historical knowledge of a wide 

* I dernot think the first pan of this 4ei:( rate Lronfctd, Ilcget admits 
iInst n, jjoELfir.il knowledge is a legitimate fenlure of model □ enunre. Bat 
he points oat iha! people are only Ido ready IO COtUuse mch a general 
knowledge with ml art ichotiushsp. To bring on! I his 1 hive Eiajirialeil 
Tither freely. % * 
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range, but knowledge that is highly specialized. In other 
words, 0 work of art is associated with particular 1 detail in 
a peculiar sense, and a specific treatment, is imperative to 
the comprehension and interpretation of it. And in con¬ 
clusion this ccmnoisse unship of the finest class docs not 
merely imply like every other a retentive memory, but also 
a keen imaginative sense* En order to hold dearly before the 
mind the images of such artistic representations in all their 
characteristic lines, and above all, to have them ready for 
comparison with other works of art. 

{£) Within the limits of such a method of study which 1.5 
primarily historical/ distinct points of view will soon assert 
themselves which In the contemplation of such works we 
are not suffered to lose sight of, inasmuch as they are mdb- 
pcn&tbte to a critical verdict. Such points of view, as is the 
case with other sciences the commencement of which is 
empirical, are suinmarucd, after their due collection as 
separate units and comparison, in general criteria and pro- 
positions, emerging in a yet further stage of formal general¬ 
ization in " Tktdnii of the arts.” This is nqt the place to 
dwell at length upon literature of this kind; we wiR merely 
recall a Tew specimens of such work in the most general 
way. There is, for instance, the “ Poetics" of Aristotle, 
which contains a theory of tragedy still of real interest. 
With still more pertinency among the ancients the **AtS 
Foctiea r ' of Horace and the Essay on the “Sublime ,f by 
Longinus will exemplify generally the manner in which this 
type of theorizing is carried out. The general theses which 
are therein formulated are blended to stand as premises 
and rules, in accordance with which works of art ought to 
he produced, their necessity being above all insisted on in 
times of the decadence qf poetry and art. They are, in 
short, prescriptions to the practitioner. The prescriptions, 
however, of these physicians of art were even less successful 
in their curative effect on art than are the ordinary ones in 
the restoration of bodily health. 

As to such theories I will merely remark ili.tt although in 

1 Detail of hi-Hlorkal fact aiiJ artiitie ob^L'nmSion. 

* h is historical, first, regarded as a surrey of historical condition, 
and, secondly, Iwolls* facts me collected whether in irltuwn (q undent 

JJ niodcr^irt s-i 4 liritdriwi colled I 111 feels. 
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ihctr drtati they contain much that is instruct sve, yet what 
they have to say is based on a very limited range of artistic 
production, which passed no doubt for tht superlatively 
beautiful ones, but for all that occupied but a very restricted 
portion of the entire field of survey. From a further point 
of view such gencroiuatlons are in part very trivial reflections, 
which in their generality led up to no secure grasp of actual 
detail, though that is above all the matter of most import¬ 
ance The epistle of Horace already cited is Tull of such 
general theses, and consequently a book for everyone, but 
one which for this very reason contains much of no import¬ 
ance at ail. l ate the lines; 


Ornriu l u Lit Jjundnin i«i mi&cuit utile drici 
LectofUin delectEU^dv partteiqne mcucudo— 


*t jj c carries all votes who has interfused the usefuland the 
pleasant, by at the same time charming and instructing Jus 
reader " This Is no better than copybook headings such as 
M Stay where vou are and earn an honest sispen.ee which 
are good enough as genera lotion, but are defective in the 
concrete determinacy upon which action depends. An in¬ 
terest of another kind deducible from this type of artistic 
studv does not so much consist in the expressed object to 
promote the production of genuine works of art' the inten¬ 
tion appears to be rather that of influencing the judgment 
of others upon artistic works by such theories, creating, m 
short, a standard a/ taste. It is for an object of this kind 
that Home's " Elements of Criticism,' 1 the writings of Bat¬ 
ten* and Ramtcr's ,f introduction to the Erne Arts have 
found manv readers in their day. Taste, in this sense, has 
to do with coordination and artistic treatment, the thing in 
Its right place, and ail that concerns the finish of that which 
belongs to the external embodiment of a work of art. Add 
10 thisthat to the principles of such a taste views were at¬ 
tached which belonged to the psychology in fashion at the 
time, views which had been discovert by empirical ob¬ 
servations of capacities and activities of the soul, or ol fu¬ 
sions and their potential aggrandiitment, succession, and so 
forth It is, however, an invariable fact that every one forms 
his opinion of works of art, or characters, actions and events 
according to the measure of his insight and his gerteplrt c 
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temperament; and inasmuch as the formation of taste to 
which we have referred merely touched what was external 
and therefore jejune, and apart from this deduced its pre¬ 
scriptions entirely from a limited circle of artistic works and 
an intellectual culture and emotional discipline equally re¬ 
stricted, its sphere of influence was ineffective, and it had 
neither the power to comprehend the profoundcr signifi¬ 
cance 1 and the true, nor to make the vision more keen for 
their apprehension. 

Such theories proceed through generalization as do the 
rest of the non-philosophic sciences. The content which 
they submit to examination is accepted from ordinary ideas 
as something final and received as such. Questions are 
then asked about the constitution of such a concept, the 
need for more distinct specification making itself apparent, 
and this too is borrowed from current ideas, and forthwith 
finally established from it in definitions. But in such a pro¬ 
cedure we at once find ourselves on an insecure basis ex¬ 
posed to controversy. It might in the first instance no 
doubt appear that the beautiful was quite a simple idea. 
But we soon discover it combines several aspects; one writer 
will emphasize one of these, another some other one; or, 
even assuming the same points of view are considered, the 
question for dispute still remains which aspect is to be re¬ 
garded as essential. 

With regard to such questions it is generally reckoned as 
inseparable from scientific completeness, that the various 
definitions of the beautiful should be enumerated and criti¬ 
cized. For ourselves we do not propose to attempt this 
with such historical exhaustiveness as would unfold all the 
many refinements of such essays at definition, nor indeed on 
account of their historital interest. We simply, by way of 
illustration, shall offer a few specimens of the more recent 
and more interesting ways of regarding the matter which do 
in fact hit off pretty nearly what is actually implied in the 
idea of the beautiful. With this in view it is of first import¬ 
ance to recall Goethe's definition of the beautiful, which 
Meyer has incorporated in his " History of the Creative 
Arts in Greece,” in which work he also brings forward the 
views of Hirt, though he docs not actually mention his name. 

* Lit., the inmost o« most ideal (meaning). 
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Hirt, one of the greatest among connoisseurs of the first 
class in our time, in his “ Essay upon Fine Art” ( Horen , 

1797, seventh number), after considering the beautiful in 
the several arts, summarizes his conclusions in the statement 
that the basis of a just criticism of fine art and cultivation 
of taste is the idea of the Characteristic. In other words he 
defines the beautiful ultimately as the 44 Consummate 1 which 
is or can be an object of eye, car, or imagination.” He 
then proceeds to define this 44 consummate " as “ that which 
is adequate to its aim, which nature or art aimed at produc¬ 
ing in the constitution of the object—after its generic kind 
and specific type." For which reason it is necessary that, in 
order to instruct our critical sense of beauty, we should 
direct our attention, so far as possible, to the specific in¬ 
dications of the object’s essential constitution. It is, in fact, 
these insignia of individuality which are its characteristic. 
Consequently under the term character as a principle of art 
he understands 44 that definite individual characterization, 1 
whereby forms, movement and gesture, mien and expression, 
local colouring, light and shadow, chiaroscuro and pose are 
severally distinguished in due relation of course to the re¬ 
quirements of the object previously selected.” This formula 
is more significant in its actual terms than other definitions 
in vogue. If we proceed to ask what the “ characteristic ” is 
we find that it implies, first, a content , as, for instance, a 
definite emotion, situation, event, action, individual person 
or thing; secondly, the specific manner in accordance with 
which such a content is represented. It is to this mode or 
manner of presentation that the artistic principle of the 
“characteristic " is related. It requires that every aspect of 
detail in the mode of expression shall subserve the clearer 
definition of that expression’s content, and become a vital 
member of such expression. 

The abstract determination of the characteristic em¬ 
phasizes therefore the pertinency with which particular de- 

1 VaUkemmtrt. Complete or rather completely articulate and rounded 
in itself. It U not easy to select the English word that exactly corre¬ 
sponds. 

* Batimmtt individuatitat. The definition may, as Hegel says, be 
more significant, but it is for all that not very clearly expressed. Professor 
Bosanquet translates the words “determinate individual modification.” 
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tail ought to bring into prominence the content which it is 
intended to reproduce. Attempting an elucidation of this 
conception apart from technical phrase we may state the 
limitation implied in it as follows: In the drama, for in¬ 
stance, it is an action which constitutes the content. That 
is to say, the drama has to represent how this or that action 
takes place. Now men do all kinds of different things. They 
speak to each other, take their meals, sleep, put on their 
clothes, say this and that, and all the rest of it. But in all 
this business of life what does not lie in immediate relation 
with the particular action selected as the real dramatic con¬ 
tent, must be excluded in order that relatively to it every¬ 
thing shall be significant. In the same way in a picture 
which only includes one moment of that action, and it is 
possible to accumulate—such arc the countless vistas into 
which the objective world draws us—a mass of circum¬ 
stances, persons, situations or other occurrences, which 
stand in no relation to the specific action as it actually oc¬ 
curs, nor subserve in any way the dearer characterization of 
the same. But according to the definition given of lire 
characteristic only that ought to enter into a work of art, 
which is appertinent to the manifestation and essential ex¬ 
pression of precisely this one content and no other. Nothing 
must declare itself as idle or superfluous. 

This definition is no doubt of real importance, and from 
a certain point of view admits of justification. Meyer, how¬ 
ever, in the work cited, is of opinion that the view pro¬ 
pounded has vanished, every vestige of it, and in his opinion 
only to the advantage of art. Such a conception he thinks 
would in all probability lead to caricature. This judgment 
is based on the previous idea that an attempt of this kind to 
define the beautiful once and for all is associated with the 
notion of prescription. The philosophy of art has absolutely 
nothing to do with precepts for artists. The object is to un¬ 
fold the essential nature of the beautiful, and—apart from 
any intention to propound rules for the executant—how it is 
illustrated in actual work, that is works of art. To such a 
criticism we may observe that the definition of Hirt no 
doubt includes what is capable of being caricature, for 
caricature may also be characteristic. The obvious point to 
make, however, against it is this, that in caricature character 
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in its definition is emphasized to the point of exaggeration 
and is, if we may say so, a superfluity of the characteristic. But 
a surfeit of this kind is no longer appropriate to the charac¬ 
teristic, but a burdensome reiteration whereby the character¬ 
istic may itself be ousted from what it ought to be. More¬ 
over, what is of the nature of caricature is displayed as the 
characteristic presentment of what is ugly, which is of 
course a mode of distortion. Ugliness is in its own right in 
this way more closely related to the content, 1 so that it may 
be actually asserted that the principle of the characteristic 
includes also ugliness and the presentment of the same as 
a part of its essential determination. The definition of 
Hirt, of course, gives us no further account of the content 
of the beautiful. It merely supplies us in this respect with 
a purely formal statement, which, however, contains real 
truth in it although formulated in abstract terms. 

There is, however, the further question—what Meyer 
would substitute for the artistic principle of Hirt, what he 
proposes himself? He deals in the first instance exclusively 
with the principle as we have it in ancient works of art, 
which, however, must contain in the widest connotation of 
the term the essential determinant * of beauty.' In doing so 
he finds occasion to refer to Mengs and to Winckclmann’s 
definition of the Ideal, and expresses himself to the effect 
that he does not wish either to reject or wholly to accept 
this principle of beauty, but on the other hand that he 
feels no hesitation in subscribing to the opinion of an 
enlightened judge of art (that is Goethe), inasmuch as its 
meaning is distinct and it appears to solve the problem 
with more accuracy. Now what Goethe says is this: “The 
highest principle of the ancients was the significant ; the 

1 My new b that what Hegel means to say is that in caricature ugli¬ 
ness b emphasised and made more (r.jktr) a part of the content than 
belongs to the true nature of the characteristic of which it b (in Hegel's 
opinion) no essential determinant or property. The view stated in the 
sentence is therefore a kind of rtduitiv ad absurdum. JVofessor Boson- 
rjuet’s translation appears to me to leave it doubtful whether the riew 
stated U a just one or not. He translates tuktr by “closely,” not the 
comparative. In ray view Hegel agrees that caricature may be char¬ 
acteristic, but he doe* not agree that it Is a genuine property of the 
characteristic where it is pressed to the excess of ugliness, 

* Btitimmunf. » That b, in Hegel’s view. 
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highest result of successful artistic handling is the beauti¬ 
ful* 

If we look more closely at what this dictum implies we 
have again once more two aspects, that is to say a content 
or subject matter, and the mode of its presentation. In our 
consideration of a work of art we begin with that which is 
directly presented to us, and after seeing it we proceed to 
inquire what its significance or content is. That external 
husk possesses no value to us simply as such. We assume 
that there is an inward, an ideality or a significance behind 
it, in virtue of which the external appearance is made alive 
with mind or spirit. It is to this, its soul, that the external 
appearance points and attests. For an appearance which is 
significant of something does not present itself to us, and 
merely that which it is qu& externality, but something other 
than this; as also does the symbol for example and with yet 
more clarity the fable, the significance of which is simply 
the moral and teaching of the same. In fact there is no 
word which does not point to a meaning, possessing no 
value by itself. In the same way the human eye, the face, 
flesh, skin, the entire presence are a revelation of spirit, in¬ 
telligence and soul; and in such a case the significance is 
without exception something beyond that which is offered 
in the bare appearance. In this way too the work of art 
must possess significance; it must not appear to have told 
its tale simply in the fact of particular lines, curves, surfaces, 
indentations, reliefs of stone-work, in particular colours, 
tones, sounds of words, whatever medium in fact art may 
employ. Its function is to unveil an inward or ideal vitality, 
emotion, soul, a content and mind, which is precisely what 
we mean by the significance of a work of art. 

This demand, therefore, for significance in a work of art is 
to all intents, and in its embrace much the same thing as 
Hirt’s principle of the characteristic. 

According to this conception we find as characteristic 
constituents of the beautiful an inward somewhat, a con¬ 
tent, and an external rind which possesses that content as 
its significance. The inner or ideal constituent appears 
in the external and thus enables itself to be recognized, 
that which is external pointing away from itself to the 
Upward. 
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Wfl cammi, however, pursue the matter here sillo further 
detail 

(z) Put the earlier fashion of this "theory-spinning. 1 ' no 
less than the laying down of rules for the executant already 
adverted to, has already been thrust on one side despotic¬ 
ally in Germany—mainly owing to the appearance of 
genuine living poetry—and the right of genius, its work 
and effects, have had their full independence insisted upon 
as against the pretensions of such rules of thumb and the 
broad water-ducts of theory. From this foundation of an 
art which is it&elf of truly spiritual rank, as also of a sym¬ 
pathy and absorption of the same, have arisen the receptivity 
and freedom which make it possible for us to enjoy and 
appreciate great works of art which have long since been 
within our reach, whether it be those of the modem world, 
of the Middle Ages, or of wholly foreign peoples of the Past, 
the w’orks of India for example; works, which, in virtue of 
their antiquity or the remoteness of their nationality, possess 
unquestionably for ourselves a side alien to ourselves; but 
which, if we consider the way in which their content passes 
over and beyond such national limits, and the matter in it 
of common appeal to all mankind, can only he hall-marked 
by the prejudice of theory among the products of a barbar¬ 
ous or corrupt taste, lids recognition of works of art any¬ 
where and everywhere, works which depart from the specific 
circle and forms of those upon which in the main the abs¬ 
tractions or theory were based, lias, as a primary conse¬ 
quence, led to the recognition of a peculiar type of art —the 
romanth art. It became necessary to apprehend the notion 
and the nature of the beautiful in a prolbundcr way than 
these theories attempted. With this fact another, loo, co¬ 
operated, viz., that the notions in its form of apperception, 
the mind as pure thought cm its part reached in philosophy 
a point of pro founder self-cognition, and was thereby com¬ 
pelled forthwith to grasp the essence of art too on profoundcr 
lines. In this way, even in virtue of the point in the process 
reached of this general evolution of human thought, the 
type of theorizing upon art we have described* both relat- 
vely to its principles no less than their elaboration, has 
become obsolete. It is only the scholarship of the history 
of art which retains an abiding mine, and must continue to 
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retain it in proport to n as the boundaries of its survey have 
enlarged in every direction by means of the advance made 
in man's powers of receptivity already noticed. Its business 
and function consists in the aesthetic appreciation of par¬ 
ticular works of art and the knowledge oi the historical, in 
other words the external conditions from which the work 
of art originates. It is an attitude of the mind* which, if 
assisted with sound .■rense and critical insight, supported too 
with historical knowledge, is an indispensable condition to 
the complete penetration into the individuality of a given 
work of art. The many writings of Goethe upon art arid 
works of art are an excellent illustration. 1 huariring, in 
the specific sense noticed} is not the aim of this type of 
examination, although no doubt it not unfrequendy also 
busies itself with abstract principles and categories, and 
may drop into such a style unconsciously. If, however, 
without letting such deviations on our route detain us, we 
keep before our vision those concrete illustrations of artistic 
works, such at least, whatever else they may do, supply a 
philosophy of art with the visible warrant and confirmation 
of actual work, into the historical detail of which, in each 
particular case, philosophy is not permitted to enter. 

This then may be accepted as the first method of art 
study, It starts from the particular work which wrc have 
before us. 

?, The method or point of view to be contrasted with 
this, in other words an entirely theoretical reflection, which 
is concerned to cognize the beautiful as such from its own 
intrinsic wealth, and to penetrate to the idea of it, is essenti' 
ally distinct from the first method. As is well known, Plato 
was the first to demand of philosophical inquiry' in a pro* 
founder sense, that objects should not be cognized in their 
particularity, hut in their uukcrsaiity, in their generic type, 
their essential being and its explicit manifestation. He 
maintained that this (rue essence 1 did not consist in par* 
titular actions which were good, in particular true opinions, 
handsome men or beautiful works of art, but in goerirutir, 
heauh, and truth in their universality. Now if m fact the 
beautiful ought to be cognized according to its essence and 
notion, this can only be effected by means of the thinking 
1 Dm 
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notion, 1 by means of which the logical and metaphysical 
nature of the Idea as stub, as also of that of the particular 
Idea of the beautiful tracts into the thinking consciousness. 
But the consideration of the beautiful in its self-independ¬ 
ence and its idea may readily once more become an abstract 
metaphysic; and even though Plato is accepted as founder 
and pioneer, the Platonic abstraction no longer supplies all 
we require, not even for the logical Idea of the beautiful. 
We are bound to grasp this idea more profoundly and more 
in the concrete. The emptiness of content which clings to 
the Platonic Idea, no longer satisfies the richer philosophical 
requirements of the mind to-day. It is no doubt the case 
that we also in the philosophy of art must make the Idea of 
the beautiful our starting point; but it is by no means in¬ 
evitable that we should adhere to the Platonic ideas in their 
abstraction, ideas from which the philosophy of the beautiful 
merely dates its origins. 

3. The philosophical idea of the beautiful to indicate at 
any rate its true nature provisionally, must contain both 
extremes which we have described mediated in itself. It 
must combine, that is to say, metaphysical universality with 
the determinate content of real particularity. It is only by 
this means that it is grasped in its essential no less than 
explicit truth. For on the one hand it is then, as contrasted 
with the sterility of one-sided reflection, fruit-bearing out of 
its own wealth. It is its function, in consonance with its 
own notion, to develop into a totality of definite qualities, 
and this essential conception itself, no less than its detailed 
explication, comprises the necessary coherence of its par¬ 
ticular features as also of the progress and transition of one 
phase thereof into another. On the other hand, these par¬ 
ticulars into which the passage is made essentially carry 
the universality and essentiality of the fundamental notion 
as the particulars of which they appear. The modes of 
inquiry hitherto discussed lack both these aspects, and for 

* Den usui/ptJ/n Btgriff. It is possible that the “ notion of thought " 
would express Hegel’s meaning, as it would be a less strange expression. 
But I have retained the more literal translation as the reference may be 
to the self-evolution of Thought in its own dialectical process, thought 
or the Idea thinking out itself in the Hegelian sense. IWessor Bonn- 
quet seems to assume this, as be translates “the thinking Idea." 
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this reason it is only the notion, as above formulated, m Us 
completeness, which conducts us to definitive principles 
which are substantive, necessary, and self-contained m their 
completeness. 


Ill 


After these preliminaries we come to closer quarters with 
our actual subject-matter, namely, the philosophy of Fine 
Art;’ and for the reason that we are undertaking to treat it 
scientifically, our commencement must be with the notional 
concept of the same. It is only after we have definitely 
ascertained this that we can map out the division of its 
parts, and with it the plan of the science as a whole. A 
division of this kind, if it is not to be, as is the case with 
non-philosophical inquiry, undertaken in a purely externa 
way, must discover its principle in the notion of the subject 

treated itself. . 

Face to face with such a demand we are at once met 
the question: M Whence do wc arrive at such a conception? 
If we begin with the notional concept of Fine Art itself the 
same at once becomes a frt-supposition and mere assump¬ 
tion. Merc assumptions, however, arc .excluded from the 
philosophical method; whatever here is allowed as valid 
must have its truth demonstrated, in other words must be 

established in its necessity. . 

We will endeavour to arrive at an understanding m a lew 
words in the presence of this difficulty which invanab > 
recurs in the introduction to every course of philosophical 
study if treated independently. The subject-matter of every 


» Kmnstuhcnen. I bare translated this by the expression “ fine «£" 
because Hegel in the opening of the introduction makw the espccuiOA 

in^changcable .fell W At —* 'V’X' 1 

Icctcd I hat the emphxd* here b even more on beauty than the fact 
that it b the bennty of human art. And it b for.this rea»o%I J 
that Professor Bosanquct translate. u here £2 

objection I have to make to this, apart from Ilegel * words l nave 
referred to, is that the expression “ artistic beauty is 
to signify beauty that is capable of being expressed by art. 
tbattToduded trom llegcF* of tbe lcnn; hc “ C1W ,h W 1 

fttbtic wwk. 
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science presents in the first instance two aspects for con¬ 
sideration t first* the fact that a given object it} secondly, the 
question what it is. 

Upon the question of fact in ordinary scientific inquiry 
little difficulty is experienced. Indeed it might on a cursory 
view even appear ridiculous if the demand were made that 
we had to prove in geometry, for instance, that there were 
such objects as space* and geometrical figures, or in as¬ 
tronomy and physics that there was a sun, situs, and 
magnetic phenomena. In these sciences, which are con¬ 
cerned with what is actually presented to sense perception, 
objects are accepted from objective experience* and so far 
from it being regarded necessary to demonstrate {hewsisen) 
them, it is deemed sufficient to point to {iveisen) the bare 
facts. Yet even within the limits of non-philosophicaJ in* 
struction doubts may arise as to the existence of certain 
objects. In pyschotogy, for example, the science of mind, 
the doubt is possible whether there is a soul, an intellig¬ 
ence, if., something distinct from material conditions, 
something immaterial, 1 independent and self-subsfcuttfc'e* 
or in the theology whether a God actually exists. More¬ 
over, assuming the objects of the science to be thus im¬ 
material, in other words, merely present in the mind, and 
not a part of (he objective w r orld we perceive, we have to 
face the possible conviction that there is nothing in the 
mind, but that which it has evoked in virtue oF its own 
activity. This brings up incidentally the question whether 
men have produced this idea or intuition which is inward 
to their minds or not, and even if we do actually accept 
the first alternative, whether they have not made such an 
idea once more to vanish, or depredated the same at any 
rate to an idea of wholly subjective validity, whose content 
possesses no independent or self-contained existence. 1 In 
this way* for example, the beautiful has been frequently re* 
garded as possessing no necessarily essential and independ¬ 
ent stability in the world of our ideas; rather it is accepted 

* Subjik Szl'/rK 

4 IwejxTvdcitf, that k, oflheconsdousnpscfaay particular tctditidmib 
Hegel dots not nftfiftj mean Emttpcr.il tint nfcowsaauHiessaliDfcihtr! 
He has, no doubt, generally In his mind the kind of iwplkism whidi 
itccived Its usojt Sagka] exposition in Htimc, ' i r 
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aa, a pleasure purely personal to ourselves, due to the caprice 
of our senses. 1 Even our external intuitions, observations 
and perceptions frec|ueti!ly deceive and lead us astray;; but 
still more is this the case with those ideas that do not arise 
from sense-perception, even though they possess in them' 
selves the greatest vitality, and are able to transport us into 
passion, we are powerless to resist- 

This doubt, then, whether an object of the inward world 
of our ideas and intuit tons actually exists as an independent 
fact or not, as also that further incidental problem, whether 
the particular consciousness in question has produced it in 
itself, and whether the particular mode or process, in w hich 
it objectified it to itself, is also adequate to the object thus 
envisaged in its essential and independent njiure—thcsc att 
precisely the kind of questions which have awakened in men 
the higher demand of philosophy, which is that, even if 
there is every’ appearance that an object is, or that we have 
before us such an object, yet none the less that object must 
be expounded or demonstrated on the basis of its necessity. 
A demonstration of this kind, if developed on truly philo¬ 
sophical lines, ought at the same time to supply a sufficient 
answer to the question; What a given object is. To work 
this out fully would, however, carry us further titan is now 
possible. We propose to limit ourselves to the following 
general remarks. 

If we are to propound the necessity of our subject- 
matter, in other words the beauty of art, wo are bound to 
prove that art, or the beautiful, is a result of antecedents 
such as, when regarded relatively to their true notional 
concept, conduct us with scientific necessity to the similar 
notion of fine art itself. Inasmuch as, however, we propose 
to make ait the point of departure, and its idea and the 
objective presence of the same, and do not propose to deal 
with the antecedent conditions which are essential to the 
necessary exposition of its notional concept, for this reason 
art, in our treatment of it as a particular object of scientific 

1 Tills appears la me the meaning of sjftiHigtr Sinn. Professor 
Bowmuet ttamUies a ^accidental stnsc- 1 " By that l picsuwehe under- 
immb the meaning to be “a niiu* of beauty thal U entirely petsoniJ to 
the recipient, 1 " 1>., it may be posnswetl by one tmn T but not by anotbei, 
Kegrl’l il^iitriilioa fcirdty bispports this, SO it teems to me- 
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inquiry, involves a pre-assumption, which lies outside the 
boundary of our investigation; which, implying as it does a 
different content, belongs, as scientifically treated, to another 
course of philosophical inquiry. Wc have therefore now' no 
other alternative than frankly to accept the notional idea of 
art, so to speak, provisionally, 3 which is inevitable with 
every' one of the particular philosophical sciences, if re¬ 
garded in their abstract isolation. For it is the entire body 
of philosophy, and that alone, which either is or can be the 
comprehension of the universe as one essentially singfc 
organic totality; and which, as such a totality, self-evolved 
from its own notional Idea, and returning into itself so os to 
form a whole in virtue of the necessary principle in which it 
is placed relatively to itself, encloses itself, and all that is 
itself, into one single world of truth. In the coronal of this 
scientific necessity is every particular member thereof a seif- 
ccmiplete circle which returns into itself, while, at the same 
time, and as imperatively, it possesses a necessary bond of 
connection with other parts. This bond of coherence is a 
backward from which it is self-derived, no less than a for¬ 
ward to which it is self-impelled onward, in so far as it 
fruitfully begets fresh material from its own resources, and 
renders the same open and pervious to scientific cognition. 
It is not therefore our purpose to demonstrate the Idea of 
the beautiful, which is our point of departure, or, in other 
words, to deduce it in all its necessity from the assumptions 
which are its antecedents in philosophy, and from the womb 
of which it is boro- This is the object appropriate to an en¬ 
cyclopaedic development of philosophy as a whole and in its 
specific branches. For ourselves the notional concept of the 
beautiful and art is a pre-supposition supplied us by the 
system of philosophy. Inasmuch, however, ns we are not 
prepared to discuss this system, and the association of art 
with it in the present context,- we have not as yet the idea 

l i do Hut know the can (rnnsUlkm of iemmatixh, and hy a curio uj 
ilip the sentence u omitted frwn Pwfcjoi Bo^aaqiitl'* traiulAti™, The 
Central sense Is plain enough- t^ery particular Itieri-e*: jjcecpii it* 
s'ubjefiS'flutiti hi a ridJitrt. li start* from, che ctnpmcal fact. Whether 
it admit! the a^umpim or not, it doa assume such facts. It u obvi^iu 
ituii Hegel's idoplkn of this stand [mint is only relatively itne- 

* ||fjpe] means, 1 presume, mainly in ihe introduction. After that he 
doet in r £)Uaiified diicusi the profoundn i it. port of lhe lilcu/if 
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of the beautiful before us in a sckntiji< form-, what we have 
and are able lo deal with are simply the phases and aspects 
of the same as we find them in the various conceptions of 
beauty and art of our everyday conscious life, or as they 
have been conceived by previous writers* Having made our 
start at this point we shall then at a later stage pass on to 
the more Fundamental investigation of those views, in older 
thereby to secure the advantage of, in the first instance, 
working out a general idea of our su bject-matter no leas than 
obtaining a provisional acquaintance, as a result of our 
necessarily brief criticism, with its higher prsneiptes, which 
will occupy our thoughts in the inquiry which follows, 1 By 
this means our final introduction 1 will supply a sort of 
overture to the exposition of the subject itself, and will aim 
at being a general concatenation and direction of our re¬ 
flection on the real subject-matter before us* What in the 
first instance is known to us under current conceptions 
of a work of art may be subsumed under the three following 
determinations i 

(i) A work of art is nu product of Nature* It Is brought 
into being through the agency of man* 

(i) It is Treated essentially for man; and, what is more, 
it is to a greater or less degree delivered front a sensuous 
medium, and addressed to his stmts' 

(3) It contains an tnd bound up with it. 

1* With regard to the first point, that ,1 work of art is a 
product of human activity, an inference has been drawn 
from this (a) that such an activity, being the conscious pro¬ 
duction of an externa I object can also he known and divulged t 
and learned and reproduced by others. For that which one 
is able to effect, another—such is the notion—is able to 

Fine Art. His Ktattraem* are nut perhaps wholly free frrMB tnc^rt- 
uiEenqr, bcciUMi he lla* prcrioufy ■kJlcI that iparl from an encyclo¬ 
paedic coruJdeTatlon of all the teteores* it wa a not pt^iljlq lo do »* 
and alto some of his lULementi seem to imply that lie doev not Intend 

[O do 41*. 

l That is irt the tbit Part of die entire treatise. 

3 Whaa llegel mean 1 * By the .tie tiiildttHdt Bftwdktung I am 

not ^uile iuit I presume lit mean the introduction to ihc fb*t Part* 
The whole of thi* puagnph is not very clear, 

1 By Stun mans Beniitbe Etfc in IU widest sen K is, I l hint;. in,- 
(tgild, 
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effect or to imitate, 1 when he has once simply mastered the 
way of doing it. In short we have merely to assume an 
acquaintance with the rules of art-production universally 
slrared, and anybody may then, if he cares to do so, give 
effect to executive ability of the same type, and produce 
works of art. It is out of reasoning of this kind that the 
above-mentioned theories, with their provision of rules, and 
their prescriptions formulated for practical acceptance, have 
arisen. Unfortunately that which is capable of being brought 
into effect in accordance with suggestions of this description 
can only be something formally regular and mechanical. 
For only that which is mechanical is of so exterior a type 
that only an entirely empty effort of will and dexterity is 
required to accept it among our working conceptions, and 
forthwith to cany it out; an effort, in fact, which is not 
under the necessity to contribute out of its own resources 
anything concrete such as is quite outside the prescriptive 
power of such general rules. 

This is apparent with most vividness when precepts of 
tills kind are nor limited to what is purely external and 
mechanical,, but extend their pretensions to the activity of the 
artist in the sense that implies wealth of significance and 
Intelligcnee. fn thifl field our rules pass off to purely in¬ 
definite generalities such as “the theme ought to be interest 
ing, and each individual person must speak as is appropriate 
to his status, age, sex and situation.'* But if rules are really 
to suffice for such a purpose their directions ought to be 
formulated with such directness of detail that, without any 
further co-operation of mind, they could be executed pre¬ 
cisely in the manner they are prescribed. Such rules being, 
in respect to this content, abstract, clearly and entirely fall 
short of their pretension of being able to complete 1 the 
artistic consciousness. Artistic production is not a formal 
activity in accordance with a series of definitions; it is, os 
an activity of soul, constrained to work out of its own wealth, 
and to bring before the mind's eye a wholly other and far 
richer content, and a more embracing and unique s creation 

1 The Gentian wuf^ Air matJttn and nsckmavJkfti , We have m 
enact equivalents. 

' Lt!. , to hit out (jz ttjfitlltn) In complete eu usji ini; n| , " 
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than ever ran be thus prescri I tcii. In jurtieuJar cases, such 
rules may prove of assistance, in so fttr, that is, as they con¬ 
tain something really definite and consequently useful foi 
practice, Rut even here their guidance will only apply to 
conditions wholly external. 

(J) This above indicated tendency lias consequently been 
wholly given up; but writers in doing so have only fallen 
as unreservedly into the opposite extreme A work of art 
came to be looked upon, and so fur rightly, as no longer the 
product of an activity shared fiy nit try it , but rather as a 
creation of a mind gifted in an extraordinary degree, A 
mind of this type has in this view merely to give free vent 
to its peculiar endowment, regarded as a specific natural 
power. It has to free itself absolutely from a pursuit of rules 
of universal application, as also from any admixture of con¬ 
scious reflection with its creative and, as thus viewed, wholly 
Instinctive powers, or rather it should be on its guard there¬ 
from, the assumption being that such an exercise of con- 
scions thought can only act on its creations as an infection 
and a taint. Agreeably to such a view the work of art has 
been heralded as the product of talent and gtwu$\ and it is 
mainly the aspect of natural gift inseparable from the ordinary 
conception of talent and genius, which has been emphasized. 
There Is to some extent real truth in this. Talent is specific, 
genius universal capacity. With neither 1 of these can a man 
endow himself simply by the exercise of his self-conscious 
activity. We sliall consider this at greater length in a sub¬ 
sequent chapter. 5 

In the present context we would merely draw attention to 
the false assumption in this view that in artistic production 
every kind of self-reflection upon the artists own activity 
was regarded as not merely superfluous, hut actually in¬ 
jurious. In such a view r the process of creation by talent or 
genius simply is taken to he a general state-, or we may 
define it more precisely as a condition of inspiration. To 
such a condition, it is said, genius is in some measure ex¬ 
alted by the subject-matter itself; it is also to some extent 

1 The German will iuEinit of the Enierprcintiiao ih.it the reference u 
merely logenrui, bat T think Hegel clearly means that neither die Hot 
the utllef cun he ihsis Cunjurei.1 up, 

B 1 As of the ftm main division pf the work. 
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voluntarily able to place itself under such a condition, a pro¬ 
cess of self-inhibition in which the genial service of the 
champagne bottle is not forgotten- s An idea of this kind was 
in vogue during the so-called ,L Epoch of Genius/ which 
originated with the early poetical work of Goethe, receiving 
subsequent illustration in those of Schiller- These poets by 
their rejection of a]] rules hitherto fabricated made as it were 
an entirely new start; with deliberate intention they ran 
counter to such rules, and while doing so distanced ah com¬ 
petitors by many lengths, 1 do not, however, propose to 
discuss w ith inure detail the confusions which have prevailed 
over the conception of inspiration and genius, and the 
notion, which even at the present day finds advocates, that 
inspiration simply by itself can effect anything and every¬ 
thing, The real and indeed sole point to maintain as essen¬ 
tial is the thesis thaL although artistic talent and genius 
essentially implies an element of natural power, yet it is 
equally indispensable that it should be thoughtfully culti¬ 
vated, that reflection should be brought to bear on the par¬ 
ticular way it is exercised, and that it shoutd be also kept 
alive with use and practice in actual work- The fact is that 
an important aspect of the creating process is merely facility 
in the use of a medium; 1 that is to say, a work of art 
possesses a purely technical side, which extends to the borders 
of mere handicraft, I'his h most obviously the case in archi¬ 
tecture and sculpture, less so in painting and music, least of 
all in poetry. A facility here is not assisted at all by inspira¬ 
tion; what solely indispensable is reflection, industry, and 
practice. Such technical skill an arrist simply must possess 

t One of MemlHVt mjtcsjwiu1«i 1* has pul ibe quartan wiih ill 
gravity whether be oMuideretf inspiraiion could be assisted by wine 
drinking’ With equal gravity otic n&moorat Itfjifil dull though wide 
might be something ofa restorative after menial effort it was not hi* 
cAjrericnce that ft contributed ro JhSlVralc artistic w'ork- Itc actually 
menLions the else of Schiller, Though I have fv-Tu! &oincw litre that [bis 
l^icC citnl lo lie inspired by the smelt of run ell applet T do not recollect 
reading i h ttl he favoured ine champagne bottle* AlcmlJlli also mentions 
the ease of llotimann. and adds chat the type of his vmk does not 
increase OUf respect for the precedent, 

1 Jiittt JmstrUiA* Arixit* A craftsman-.hip which has Co deal with 
the outside surface- We may tramline "• esierrutl craftsmanship ,h j but 
the translation in the test givex the meaning lest, t think* t 
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In order that he may be master over the external material, 
firtd trot be thwarted by its obstinacy. 

Add to this that the more exalted the rank of an artist the 
more profoundly ought he to portray depths of soul and 
mind; and these are not to bo known, hy flashlight, but are 
exclusively to be sounded, if at all, by the direction of the 
man’s own Intelligence on the world ofiOtds and the object¬ 
ive world. In this respect, therefore, once more riWi is the 
means whereby the artist brings to consciousness such a con¬ 
tent, and appropriates the material and structure of his con¬ 
ceptions. At the same time rto doubt one art will require 
such a conscious reception and cognsiiv-t! mastery of the 
content in question more than another. Music, for example, 
which has exclusively to deal with the entirely undefined 
motion of the soul within, with the musical tones of that 
which i% relatively, feeling denuded of positive thought, has 
little or no need to bring home to consciousnesn the sub¬ 
stance of intellectual conception." For this very reason 
musical talent declares itself as a rule In very early youth, 
when the head is still empty and the emotions have barely 
had a flutter; it has, in fact, attained teal distinction at a 
time in the artist’s life w hen both Intelligence and life are 
practically without experience. And for the matter of that we 
often enough see very great accomplishment in musical 
composition and execution hung together with considerable 
indigence of mind and character. It is quite another matter 
in the case of poetry, What is of main importance here is a 
presentation of our humanity rich in subject-matter and 
reflective power, of its profoundur interests, and of the forces 
which move it. Here at least mind and heart must them- 

1 XfimMJtritifrrt Step* Frafessor BcKarwoel trfllwUtti * 4 fj>iriiul 
content, 11 1 imjLjpue the empbaiij 1 q E* nullity on the JtbtOIR of JKjm- 
rtvc ideas available to knowledge, In any can; llegtJ appear* lo pfL^’= 
hw point of com rant too far. Men of gyniui xs Motut {who was 
Iirobcbly in hts mind) ,iml .Schubert may LhcDIi him out. Bui on the other 
Limi we have a Kentl, Shetky, atfid Kaphnet. Genius malure* rapidly, 
but the greatest works of a at ideal ait nu less (bn any other imply a real 
maturity of mind ,t£ lesikt, and more than Is here assumed of, I -liould 
icsy, a rich experience. MuJflrt, oF course, rip-eu nny theory , aful is ii 
Hue* ti unable rVetl whether Matait is really an exception. It depends 
onilie pofm of slew ftc-ni which «■■ are eslimalmE the intelligible con- 
Etol of ii... fc as an ex pie ion of -otj]- life. 
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selves be richly and profoundly disciplined by life, experience, 
and thought before genius itself can bring into being the 
fruit that is ripe, the content that has substance, and is 
essentially consummate. The early productions of Goethe 
and Schiller are characterized by an immaturity, we may 
even call it a rawness and barbarity, which really are appal¬ 
ling. This phenomenon, that in the majority of those experi¬ 
ments we find a preponderating mass of features which are 
absolutely prosaic, or at least uninspired and commonplace, 
is a main objection to the ordinary notion that inspiration 
is inseparable from youth and its sirocco season. These 
two men of genius were the first beyond question to give 
our nation true works of poetry, are, in fact, our national 
poets; but for all that it was only their mature manhood, 
which made it a present of creations profound, sterling of 
their kind, creations of genuine inspiration, and no less 
technically complete in their artistic form. 1 We naturally 
recall the case of the veteran Homer, who only composed 
and uttered his immortal son^s in his old age. 

(c) A third view, held relatively to the idea of a work of 
art as a product of human activity, concerns the position of 
such towards the phenomena of Nature. The natural tend¬ 
ency of ordinary thinking in this respect is to assume that 
the product of human art is of wbordinate rank to the works 
of Nature. The work of art possesses no feeling of its own; 
it is not through and through a living thing, but, regarded 
as an external object, is a dead thing. It is usual to regard 
that which is alive of higher worth than what is dead. We 
may admit, of course, that the work of art is not in itself 
capable of movement and alive. The bring, natural thing 
is, whether looked at within or without, an organization with 
the life-purpose of such worked out into the minutest detail. 
The work of art merely attains to the show' of animation on 
its surface. Below this it is ordinary stone, wood, or canvas,* 

1 The “Iphigcme” »« completed in Goethe a thirty-eighth year, 
fourteen year* uter than "Got*." The bulk of his more important 
works are of the same date or later. Schiller's “ Wallenstein " was 
completed afteT hi* thirty-fifth year. 

* This is rarely not quite accurate. The medium of pointing in the 
seme that speech or writing is the medium of poetry is not canvas or 
panel but oif or other colour. Canvas would correspond w ith the blank 
pages of a book. • • 
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or in the case of poetry idea, the medium of such being 
speech and letters. But this dement of external existence 
is uoi. that winch mikes a work a creation of fine art. A 
work of art is only truly such, En so far as originating in 
the human spirit, it continues to belong to the soil from 
which it sprang, has received* in short, the baptism of the 
mind and soul of man, and only presents that which Es 
fashioned in consonance with such a sacrament. An interest 
vita! to man, the spiritual values which the single event, one 
individual character, one action possesses h its devolution 
and final issue, is seized in the work of art and emphasized 
with greater purity 1 and clarity than is possible on the 
ground of ordinary reality where human art is not. And for 
this reason the w ork of art is of higher rank than any pro¬ 
duct of Nature whatever, which has not submitted to this 
passage through the mind. Ill virtue of the emotion and 
insight, lor example, in the atmosphere of which a landscape 
is portrayed by the art of painting, this creation of the 
human spirit assumes a higher rank than the purely natural 
landscape. Everything which partakes of spirit is better 
than anything begotten of mere Nature, However this may 
be, the fact remains that no purely natural existence ta able, 
as art is, to represent divine ideals. 

And further, all that the mind borrows from its own ideal 
content it is able, even in the direction of external existence, 
to endow with pt'rmamna, The individual living thing on 
the contrary is transitory'; it vanishes and is unstable in its 
external aspect. The work of art persists* At the same lime 
k is not mere continuation, but rather the form and pressure 
thereon of the mintage of soul-life which constitutes its true 
pre-eminence as contrasted with Nature's reality* 

But this higher position we have thus assigned to the 
work qf art is yet further contested by another prevalent 
conception of ordinary ideas. It Is contended that Nature 
and all that proceeds from her are a work of God, created 
by His goodness and wisdom* The work of art is on the 
contrary merely a human product fashioned by human hands 
according to human design. The fallacy implied in this 
contrast between the products of Nature viewed as a divine 
creation and human activity as of wholly finite energy' eon- 
i 1 Ft op, llsflt iij lr«n accsi.it hCal and in clot am lunllcr, 
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sists in the apparent assumption that God is not operative 
in and through man, but limits the sphere of His activity to 
Nature alone. We must place this false conception entirely 
on one side if we are desirous of penetrating to the true idea 
of art; or rather, as opposed to such a conception we ought 
to accept the extreme opposite thereto, namely, that God is 
more honoured by that which mind makes and creates than 
by everything brought into being and fashioned in the 
natural process. For not only is there a divinity in man, but 
it is actually effective in him in a form which is adequate to 
the essential nature of God in a far higher degree than in 
the work of Nature. God is a Spirit, and it is only in man 
that the medium, through which the Divine passes, possesses 
the form of spirit fully conscious of the activity in which it 
manifests its ideal presence. In Nature the medium corre¬ 
spondent to this is the unconscious sensuous 1 and external 
materia, which is by many degrees inferior to consciousness 
in its worth. In the products of art God works precisely as 
He works through the phenomena of Nature. The divine 
substance, however, as it is asserted in the work of art has 
secured, being begotten of spirit life itself, a highway com¬ 
mensurable to its existence; determinate existence in the 
unconscious sensuousness of Nature is not a mode of aj>- 
pearancc adequate to the Divine Being. 

(</) Assuming, then, that the work of art is a creation of 
man in the sense that it is the offspring of mind or spirit wc 
have still a further question in conclusion, which will help 
us to draw' a more profound inference still from our previous 
discussion. That question is, “What is the human need 
which stimulates art-production?” On the one hand the 
artistic activity may be regarded as the mere play of accident, 
or human conceits, which might just as well be left alone as 
attempted. For, it may be urged, there are other and better 

• Professor Bosartquet translates imnlitkt here as “sensitive." I am 
inclined to think that Hegel here rather leaves out of sight the fact that 
in the jxocess of Nature we have sensitive organic life no less than 
unconscious inorganic. His contrast is rather between the conscious 
life of man and unconscious nature, the conscious life that is not self- 
conscious being for the object of the contrast treated as equivalent to 
unconscious, lie would also apparently ignore the fact that man him¬ 
self and the higher beaut)’ which attaches to him is also from one point 
of view a part of the natural process. ( 
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means for carrying into effect the aims of art, and man bears 
within himself higher and more weighty interests, than art is 
capable of satisfying. In contrast to such a new art appears 
to originate in a higher impulse, and to satisfy more elevated 
needs, nay, at certain times the highest and most absolute 
of all, being, as it has been, united to the most embracing 
views of entire epochs and nations upon the constitution of 
the world and the nature of their religion. 

This inquiry, however, concerning a necessity for art 
which shall not be merely contingent, but absolute, we are 
not as yet able to answer with completeness; it demands, in 
fact, a concreter mode of exposition than is compatible with 
the form of this introduction. We must accordingly deem it 
sufficient for the present merely to establish the following 
points. 

The universal and absolute want from which art on its 
side of essential form ‘ arises originates in the fact that man 
is a thinking consciousness, in other words that he renders 
explicit to himself and from his own substance,* what he is 
and all in fact that exists. The objects of Nature exist ex¬ 
clusively in immediacy and once for alt . 1 Man, on the con¬ 
trary, as mind reduplicates himself. He is, to start with, an 
object of Nature as other objects; but in addition to this, 
and no less truly, he exists for himself, he observes himself, 
mokes himself present to his imagination and thought, and 
only in virtue of this active power of self realization is he 
actually mind or spirit. This consciousness of himself man 
acquires in a twofold way; in the first instance theoretically. 
This is so in so far as he is under a constraint to bring him¬ 
self in his own inner life to consciousness—all which moves 
in the human heart, all that surges up and strives therein— 
and generally, so far as he is impelled to make himself an 
object of perception and conception, to fix for himself de¬ 
finitively that which thought discovers as essential being, 
and in all that he summons out of himself, no less than in 
that which is received from without, to recognize only him¬ 
self. And secondly , this realization is effected through a 

i That if, apart from purely personal ends in it* pursuit, which are 
accidental to its essential notion. 

J That is, in the medium of conscious life. 

• 1 fiinmy. They are there, but they do not know they are there. 
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practu&i activ ity. In other words man possess an impulse 
to assert himself in that which is presented him in immedi¬ 
acy, ui that which is at hand as an external something to 
himself, and by doing so at the same time cnee more to n> 
cogniic himself therein r This purpose he achieved by the 
alteration tie effects in such external objects, upon which he 
imprints the seal of bis inner life,, rediscovering in them 
thereby the features of his own determinate nature. And 
man does all this, in order that he may as a free agent divest 
the external world of its stubborn alienation from himself— 
and in order that he may enjoy in the configuration of ob 
jecitye fact an external reality simply of himself. The very 
first impulse of the child implies in essentials this practical 
process of deliberate change in external Tact. A boy throws 
stones into the stream* and then looks with wonder at the 
circles which follow in the water, regarding them as a result 
in which he secs something of his own doing. This human 
need runs through the most varied phenomena up to that 
particular form of self-reproduction in the external fact 
which is presented us in human art. And it is not merely in 
relation to external objects that man acts thus. He treats 
himseb, that is, his natural form, in a similar manner: he 
will not permit it to remain as he finds it; he alters it dclib 
erarely. This is the rational ground of all ornament and 
decoration, though it may be as barbarous, tasteless, entirely 
disfiguring, nay, as injurious as the crushing of the feet of 
Chinese ladies, or the slitting of ears and lips. For it is 
among the really cultured atone that a change of figure, he- 
h&viour, .dlhcI cvL'ry mode anti manner of stiif-iexprc^siori: will 
issue in harmony with the dictates of mental elevation.' 

This universal demand for artistic expression 1 is based 
on the rational impulse in man's nature to exalt both the 
world of his soul experience and dial of Nature for himself 
into the conscious embrace of mind as an object in which 
he rediscovers himself. He satisfies the demand of this 
spiritual freedom by mating explicit to his inntr life all that 
exists, ao less than from the further [joint of view giving a 


1 / hi S 3 “ level o/meuaj culture ii n «t* 

^iyj^rorcthfl iil V«nt Of allied ironMim MtlMiioms in whJd; tpiriinjl 
l»c is K0ecud with real r«r:ncir.cnt and tlilcctric^ 

1 Btdmfnm s*r Kumt t 
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realised txftrmi embodiment to the self made thus explicit. 
And by this reduplication of what ts his own he places 
before the vision and within the cognition of himself and 
others what is within him. This is the free rationality of 
man, in which ait as also all action and knowledge origin' 
ates< We shall investigate at a later stage the specific need 
for art as compared with that for other political and ethical 
action, or thar for religious ideas and scientific knowledge. 

2. V\c have hitherto considered the work of art under the 
aspect that it is fashioned by man; we will now pn-w over to 
the second part of our definition, that it is produced for his 
smx^pnMtnsion, and consequently is to a mom or less 
degree tinder obligations to a sensuous medium. 

( fl ) This reflection has been responsible for the inference 
that the function of fine art is to arouse feeling, mote pre¬ 
cisely the feeling which suits us—that is, pleasant feeling. 
From such a point of view writers have converted the ir> 
watwation of fine art into a treatise on the emotions and 
asked what kind of feelings art ought to excite—take fear, 
for example, and com [passion—with the further question 
how such can be regarded as pleasant, how, in short, the 
contemplation of a misfortune can bring satisfaction. This 
tendency of reflection dates for the most part from the 
times of Moses Mendelssohn, and many such trains of 
reasoning may be found in his writings. A discussion of 
fhis kind, however, did not carry the problem fir. Feeling 
is the undefined obscure region of spiritual life. What is felt 
remains cloaked in the form of the separate personal experi¬ 
ence under its most abstract persistence; 1 and for this 
reason the distinctions of feeling are wholly abstract; they 
are not distinctions which apply to the subject-matter itself. 
To take examples—fear, anxiety, care, dread, are of course 
one type of emotion under various modifications; but in 
part [hey are purely quantitative degrees of intensity, and in 
part forms which reflect no light on their content itself, but 
are indifferent to it. In the case of fear, for instance, an 
existence is assumed, for which the individual in question 

‘ LiLy "In the form of the Kimt abstract iihrIc wWtttmly." Thai 
!i to thijr, t hjit ihe main fad about it j» itial it » felt; but. except in 
i evict to ml emit y, it cannot be dcufthed at an object of llvoudl with 
•o lirinioL’^i11ritniCe, r JH ab-liac: Individual sensation, 
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possess an interest* but sees at the same time the negative 
approach which threatens to destroy this existence* and 
thereupon discovers in immediate fusion within himself the 
above interest and the approach of that negative as a con¬ 
tradictory affection of his personal life* A fear of this sort* 
however* docs not on its own account condition any par¬ 
ticular content; it may associate with k^lf subject-matter 
of the most opposed and varied character, The feeling 
merely as such is in short a wholly empty form of a subject¬ 
ive state. Such a form may no doubt in rertain cases itself 
be essentially complex, as we find it is with hope, pain, joy, 
and pleasure; It may also in this very complexity appropriate 
various modes of content, as, for example, we have a feeling 
of justice, an ethical hiding, a sublime religious feeling, and 
so forth ; but despite the fact that a content of this kind is 
present in different modes of feeling, no fight whatever is 
thereby thrown on such content which will disclose its 
essential and definite character. The feeling throughout 
remains a purely subjective state which belongs to me, one 
in which the concrete fact vanishes, as though contracted to 
a vanishing point in the most abstract of ail spheres,* For 
this reason an inquiry over the nature of the emotions which 
art ought or ought not to arouse, comes simply to a stand¬ 
still in the undefined; it is an investigation which deliber¬ 
ately abstracts front genuine content and its concrete sub¬ 
stance and notion. Reflection upon feeling is satisfied with 
the observation of the personal emotional state and its 
singularity, instead of penetrating and sounding the matter 
for study, in other words the work of art, audio doing so 
bidding good-bye to the wholly subjective state and its con¬ 
ditions. In feeling, however, it is just this subject Eve state 
void of content which is not merely accepted, but becomes 
the main thing; and that is precisely why people arc so 
proud of having emotions. And for no other reason that is 
why such an investigation is tedious owing to its indefinite 

* By the Mpre^on Kmt Hegd would mean ranber an indefinite 
sptieie man a definite dick* The simile is perhaps net very apt. The 
irlen, Apparently, is of a sphere of Ceding, thai i« r such ** king cdf. 
Complete, but i* *c a kernel or indefinable ihnt the imtoducLicm 
-if positive ideas inch as justice* etc,, ate I he mere entrance of spectral 
forrtn which vlm-h In such an indefinable medium, without distliis In® 
tlleli nature. They are fell but not Cognucd for what they re^ly are. ' 
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nature and emptiness, and even repellent in its attention to 
trivia] personal idiosyncrasy. 

(£) Inasmuch, however, as the work of ;ut is not merely 
concerned with exciting some kind of emotion or other—for 
tins is an object it would share without any valid distinction 
with eloquence, historical composition, religious edification 
and much else—but is only a work of art in so far a& it is 
beautiful, it occurred to reflective minds to discover a Spuijic 
fttlingjor fam.t A-, and a distinct tcnM-fauIty correspOlHkot 
with it In such an inquiry- it soon became dear that a 
tense of this kind was no definite and mere 1 instinct rigidly 
fixed by Nature, which was able by itself and independently 
to distinguish the beautiful. As a consequence the demand 
was made for mltttr£ as a condition precedent to such a 
sense, and the sense of beauty as thus cultivated was called 
fnste, which, albeit an instructed apprehension and discovery 
of the beautiful, was none die less assumed to persist in the 
character of immediate feeling. IVe have already discussed 
the way in which abstract theory attempted to form such 
a sense of taste, and how external and one-sided that sense 
remained WTiite the critical sense generally of the time 
when such ideas were in currency was lacking in the jmw* 
imrsaltij of its principles, as a sfxdjtt critique of particular 
works of art it was less concerned to substantiate a judg¬ 
ment more dttism than hitherto—Indeed the material to 
cffucluate this was not as yet forthcoming—than to promote 
in a general way the cultivation of such a taste/ Conse- 


1 Bttttdtr, Wind la the sense (tut it is not guided by deliberate and 
i-elf-C&BiGious reason, t(., mere animal instinct. 

‘ A difficult Sentence H) Erarrelale. 1 have followed Proicuw Itosan- 
j~! uci in asnnising that the sut«tlll Live with which Mtntijplhaft agrees 
rnui-L he borrowed from the folliiwing sentence, though it seems 
also to he aimed on in a loose kind of way from the previous sentence 
{The entire sentence is uiiLti, as we have il, otl ihc 
farther CGtifuaion that there are LwO parallels which before the sentence 
ends are regarded .is one 3 ThaL is Lo say, the general cd boil Sense Is 
Contrasted with Ihe critique of particular work.- of aiL and further the 
deled of tliai general .^llsc in its cK^lect of nrnitfml principle* n further 
Cunlfailwl witn t he way the specific critique deals with ^rfrVfl4r » »lo. 
I hardly think, however* that my admirable predecessor is jiHJLr&ed in 
i^norEm; the comparative decree of hitimmUm, or in his liianslation of 
Ziii* at" power. 1 take il to mean the material of actual worvs r,f 
art. Tlie sehlencc il a good example of some of the difficulties of Hegel 
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quently this educative process also came to a lialt in the 
region of the more indefinite, and merely busied itself by its 
reflections in the fitting out of feeling as a sense of beauty 
in such a way that beauty could immediately be discovered 
whenever and wherever it might chance to appear. The 
real depth of the subject-matter remained notwithstanding 
a closed book to such a taste. Profundity of this kind de¬ 
mands not merely sensitive reception and abstract thought, 
but the reason in its concrete grasp and the most sterling 
qualities of soul-life. Taste on the contrary is merely 
directed to the outside surfaces, which are the playground 
of the feelings, and upon which one-sided principles may 
very well pass as currency. But for this very reason our so- 
called good taste is scared by every kind of profounder 
artistic effect, and is dumb where the ideal significance 1 is 
in question, and all mere externalities and accessories vanish. 
For when great passions and the movements of a profound 
soul assert themselves, we do not bother ourselves any more 
with the finer distinctions of taste and its retail traffic in 
trifles. It is* conscious that genius leaves such ground far 
behind it in its stride; and shrinking before that power feels 
on its port far from comfortable, not knowing very well 
which way to turn. 

(c) Thus it is the further change has come about tliat 
critics of art-production no longer have an eye simply to the 
education of taste, or arc intent upon the illustration of 
such a sense. The connohuur , or art-scholar, has taken 
the place of the man, or judge of artistic taste. The posi¬ 
tive side of art-scholarship, in so far as it implies a sound 
and exhaustive acquaintance with the entire embrace of 
what is distinctive and peculiar in a given work of art, we 
have already maintained to be a necessary condition of 
artistic research. A work of art, owing to its nature, which, 
if it is material from one point of view, is also related to a 
particular person, originates from specific conditions of the 
most varied kind, among which as exceptionally important 
we may mention the date and place of its origins, the 
characteristic personality of the artist, and, above all, the 
degree of executive accomplishment secured by the art All 

1 DU Sochi. The subject-nutter in in most real sense u '‘content.’' 

a That is, the so-called "good taste." 
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these points of view have to be taken into consideration if 
we wish to obtain a view and knowledge of such a work 
which is clear in its outlines, and founded on a true basis, 
nay, even wish to enjoy it rightly. It is with these that our art- 
scholarship is mainly occupied; and all that it can do for us 
in this way should be gratefully accepted. Though it is quite 
true such art-scholarship must be reckoned as of essential 
importance, it ought not to be regarded as the sole, or in¬ 
deed the highest, constituent in the relation of the con¬ 
templative spirit to a work of art and art generally. Such 
art-scholarship (this is the defective tendency) may restrict 
itself wholly to a knowledge of purely external character¬ 
istics, either on the side of technique or historical condition, 
or in other directions; it may continue to possess the 
barest inkling of the true nature of a given work, or simply 
no knowledge at all. It may even form a depreciatory 
verdict on the value of profounder inquiries ascompored 
with purely matter of fact, technical, and historical know¬ 
ledge. Yet even so an art-scholarship, assuming it to be 
really genuine and thorough, at least proceeds upon grounds 
and knowledge which arc definite, and an intelligent judg¬ 
ment; and it is association with such that our more accurate 
review of the distinct, if also to some extent exterior, aspects 
of a work of art, and our estimate of their relative signifi¬ 
cance, is secured. 

(J) Following the above observations upon the modes of 
inquiry which were suggested by that aspect of a work of 
art in which, as itself an object with a material medium, it 
possessed an essential relation to man as himself receptive 
through sense, we will now examine this point of view in its 
more essential connection with art itself. We propose to do 
this partly (a) in respect to the art-product viewed as an 
object, partly (ft ) as regards the personal cliaracteristics of 
the ardst, his genius, talent, and so forth. We do not, 
however, propose to enter into matter which can in this 
connection exclusively proceed from the knowledge of art 
according to its universal concept. 1 The truth is we are not 
as yet in the full sense on scientific ground; we have merely 
reached the province of external reflection. 

(«) There is no question, then, that a work of art is 
# * BtgriJJ. Concrete notional Idea. 
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presented to sensuous apprehension. It is submitted to the 
emotional sense, whether outer or inner, to sensuous per¬ 
emption and the imaged sense, precisely as the objective 
world is so presented around us* or as b our own in¬ 
ward sensitive nature. Even a speech, for example, may be 
addressed to the sensuous imagination and feeling. Not¬ 
withstanding this fact, however, the work of art is nut ex¬ 
clusively directed to the sensuous apprehension, viewed, that 
is, as an object materially conditioned. Its position is of 
the nature, that along with its sensuous presentation it is 
fundamentally addressed to tile mind. The mind is intended 
to be Affected by it and to receive some kind of satisfaction 
in it. 

This function of the work of art at once makes it dear 
how it b that it is in no way intended to be a natural pro¬ 
duct or, on the side where it impinges on Nature, to possess 
the living principle of Nature, This, at least, b a fact 
whether the natural product is ranked lower or higher than 
a mtrt work of art, as people ate accustomed to express them¬ 
selves in the tone of depreciation. 

In other words the sensuous aspect of a work of art has 
a right to determinate existence only in so far as it exists 
for the hum an mind, nut, however, in so far as itself, as a 
material object, exists for itself independently* 

If we examine more closely in what way the sensuous 
tnaiiria is presented to man we find that w hat is so can be 
placed under various relations to the mind 

(nn) The lowest in grade and that least compatible with 
relation to intelligence is purely sensuous sensation. It 
consists primarily in mere looking, listening, just as in rimes 
of mental overstrain it may often bo a relaxation to go 
about without thought, and merely listen and have a look 
round. The tnind, however, does not rest in the mere 
apprehension of external objects through sight and hearing; 
it makes them objective to itd own inward nature, which 
thereupon is impelled itself to give effect to itself in these 
things as a further step under a sensuous mode, in other 
words, it relates Itself to them as tfesi*¥„ In this appetitive 
relation to the external world man, as a sensuous 1 particular 
thing, stands in a relation of opposition to things in general 
3 Hull b, ]li Li- phyilcjil Lmi. 
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as in the sarnie way particulars. He does not address him¬ 
self to them with open mind and the universal ideas of 
thought; he retains an isolated position, with its personal 
impulses and interests, relatively to objects as fixed in their 
obduracy as himself, and makes himself at home in them 
by using them, or eating them up altogether, and, in short, 
gtvus effect to his self- satisfaction by the sacrifice he makes 
oj them. In this negative relation desire requires for itself 
not merely the superficial show of esternal objects, but the 
actual things themselves in their material concrete existence. 
Mere pictures of the wood, which it seeks to make use of, 
or of the animal^ which it hopes to eat up, would be of 
no service to desire, just as little is it possible for desire lo 
suffer the object to remain in its freedom; its craving is just 
this to toree it to annihilate this self-suhsistency and freedom 
of external facts, and to demonstrate that these things are 
only there to be destroyed and devoured. But at tbe same 
time the particular person b neither himself free, begirt as 
he is by the particular limited and transitory interests of 
his desires, for his definite acts do not proceed from the 
essential universality and rationality of his will, neither is 
he free relatively to the external world, for desire J remains 
essentially determined by things and related to them. 

!'his relation, then, of desire is not that in which man is 
related to the work of art. He suffers it to exist In its free 
independence as an object; he associates himself with it 
without any craving of this Jcind, rather as with an object 
reflective of himself , 1 which exists solely for the contemplative 
faculty of mind. For this reason, as we have said, the work 
of art, although it possesses sensuous existence, does not 
require sensuous concrete existence, nor yet the animated 
life of such objects. Or, rather, we should add, it m/gk/ not 
to remain on such a level, in so far as its true function is 
exclusively to satisfy spiritual interests, and to shut the door 
oti all approach to mere desire. Hence we can understand 

1 Hegel b hetc COftiidtrine Bessie afrjtmctetfly, ihal is, on i|* own 
behhiiU {p/j U may of course in it* luin lUbtervc a ml ion j! pie*, 

pose, Rich am the praervaiian of health or lire. Bot the content here Is 
between the relation of appetite, amt iMl of the theOr-elic facility te 
object*. 

* Stilt Oftjtkt. The object in which tie find? himself: rusher thti. f 
U than jhat which he tun crtafeib 

I 7 . 
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how it is that practical desire rates the particular works of 
Nature in the organic or inorganic world, which are at its 
service, more highly than works of art, which are obviously 
uscleu in this sense, and only contribute enjoyment to other 
capacities of man’s spirit. 

A second mode under which the externally present 
comes before the conscious subject is, as contrasted with 
the single sensuous perception and active desire, the purely 
theoretical relation to the intelligence. The theoreticcontempla- 
tion of objects has no interest in consuming the same in their 
particularity and satisfying or maintaining itself through the 
sense by their means; its object is to attain a knowledge of 
them in their universality , to seek out their ideal nature and 
principle, tocomprehcndthem according to thcirnotional idea. 
Consequently this contemplative interest is content to leave 
the particular things as they are, and stands aloof from them 
in their objective singularity, which is not the object of such a 
faculty s investigation. For the rational intelligence is not a 
property of the particular person in the sense that desire is 
so; it appertains to his singularity as being itself likewise 
essentially universal. So long as it persists in this relation of 
universality to the objects in question, it is his reason in its 
universal potency which is attempting to discover itself in 
Nature, and thereby the inward or essential being of the 
natural objects, which his sensuous existence does not pre- 
sent un der its mode of immediacy, although such existence 
is founded therein. This interest of contemplation, the satis¬ 
faction of which is the task of science , is, however, shared in 
this scientic form just as little by art as it shared in the 
common table of those impulses of the purely practical 
desire. Science Gin, it is true, take as its point of departure 
the sensuous thing in its singularity, and possess itself of 
some conception, how this individual thing is present in its 
specific colour or form. But for all that this isolated 
thing of sense as such possesses no further relation to mind 
inasmuch as the interest of intelligence makes for the uni. 
venal, the law, the thought and notion of the object, and con¬ 
sequently not only does it forsake it in its immediate singu¬ 
larity, but it actually transforms it within the region of id<ra,‘ 

teHJout vrWmA U,e WOrW ° ( mim! “ COntrasted wi,h ‘h»t of the 


FINE ART 


5» 

converting a concrete object of sense into an abstract 
subject-matter of thought, that is converting it into some¬ 
thing other than the same object of its sensuous perception 
actually was. The artistic interest does not follow such a 
process, and is distinct from that of science for this reason. 
The contemplation of art restricts its interest simply in the 
way in which the work of art, as external object, in the 
directness of its definition, and in the singularity wherein 
it appears to sense, is manifested in all its features of colour, 
form, and sound, or as a single isolated vision of the whole; 
it does not go so far beyond the immediately received objec¬ 
tive character as to propose, as is the case with science, the 
ideal or conccptive thinking of this particular objectivity 
under the terms of the rational and universal notion which 
underlies it 

The interest of art, therefore, is distinguishable from the 
practical interest of desire in virtue of the fact that it suffers 
its object to remain in its free independence, whereas desire 
applies it, even to the point of destruction, to its own uses. 
The contemplation of art, on the other hand, differs from 
that of a scientific intelligence in an analogous way 1 in virtue 
of the fact that it cherishes an interest for the object in its 
isolated existence, and is not concerned to transform the 
same into terms of universal thought and notion. 

(yy) It follows, then, that, though the sensuous materia is 
unquestionably present in a work of art, it is only as surface 
or show of the sensuous that it is under any necessity to 
appear. In the sensuous appearance of the work of art it is 
neither the concrete material stuff, the empirically perceived 
completeness and extension of the internal organism which 
is the object of desire, nor is it the universal thought of 
pure ideality, which in either case the mind seeks for. Its 
aim is the sensuous presence, which, albeit suffered to persist 
in its sensuousness, is equally entitled to be delivered from 
the framework of its purely material substance. Conse¬ 
quently, as compared with the immediately envisaged and 
incorporated object of Nature, the sensuous presence in the 

* Hegel or his editors have “in i converse way." This is obviously 
a mistake. In both examples the point is that the object is /mmvs/as 
against dtiirt with it* destruction, and the itnUmflatn't mtttBftHCt with 
its i^eal transformation. 
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work of art is transmuted to mere semblance or sAtKf, and 
the work of art occupies a midway ground, with the directly 
perceived objective world on one side and the ideality of 

C ure thought on the other. It is not as yet pure thought, 
ut, despite the element of sensuousness which adheres to 
it, it is no longer purely material existence, in the sense at 
least that stones, plants, and organic life are such. The 
sensuous element in a work of art is rather itself somewhat 
of ideal intension , 1 which, however, as not being actually the 
ideal medium of thought, is still externally presented at the 
same time as an object. This semblance of the sensuous 
presents itself to the mind externally as the form, visible 
appearance, and harmonious vibration of things. ‘Phis is 
always assuming that it suffers the objects to remain in their 
freedom as objective facts, and does not seek to penetrate 
into their inward essence by abstract thought, for by doing 
so they would (as above explained) entirely cease to exist 
for it in their external singularity. 

For this reason the sensuous aspect of art is only related 
to the two thtcrrfica!' senses of sight and Attiring; smell, 
on the other hand, taste, and the feeling of touch are ex¬ 
cluded from the springs of art’s enjoyment Smell, taste, and 


* £in ideelta . The meaning it, I think, that the materia is stamped 
with the hall-mark of deliberate artistic purpose. The ideality, though 
relatively jejune on such a work as the pyramids, in the higher reaches 
of art such as poetry’ and music affects of course the medium itself, the 
musical chord being pure ideality. Professor fkmanquet’s translation 
omits this and the previous sentence, prolwhly by an oversight. But it 
n also possible that this thinker conceived the statement at here t.tfretted 
to be misleading, or at Irad o(>en to misconception. In architecture and 
even painting it is obvious, from a certain point of view, the sensuous 
materia, if directed to an artistic end, remains none the 1cm the material 
borrowed from natural fact though the fact as natural may be modified 
in its form. Painting may represent the semblance, but it employs a 
medium simply sensuous. Hegel has mainly before his attention lie re 
obviously the arts of painting, poetry, and music 

* They are theerrtuaJ because as applied to a work of art they imply 

the presence of the contemplative faculty. In a later section of the work 
Hegel makes a more complete analysis of what is implied in the sense 
of hearing as applied to musical composition and in the colour sense. In 
both cases it is obvious the mind contributes to the facts cognized. 
Hearing is, however, from Hegel** point of view the most ideal of the 
two, and be conceives the position of the ears itself points to this dis¬ 
tinction. t f 
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touch come into contact with matter simply as such , 1 and 
with the immediate sensuous qualities of the same; smell 
with the material volatization through the air; taste with the 
material dissolution of substance, and touch or mere bodily 
feeling with qualities such as heat, coldness, smoothness, 
and so forth. On this account these senses cannot have to 
do with the objects of art, which ought to subsist in their 
actual and very independence, admitting of no purely sensu¬ 
ous or rather physical relation. The pleasant for such senses 
is not the beauty of art Thus art on its sensuous side brings 
before us deliberately merely a shadow-world of shapes, 
tones, and imaged conceptions,* and it is quite beside the 
point to maintain that it is simply a proof of the impotence 
and limitations of man that he can only present us with the 
surface of the physical world, mere schemata, when he calls 
into being his creative works. In art these sensuous shapes 
and tones arc not offered as exclusively for themselves and 
their form to our direct vision. They are presented with the 
intent to secure in such shape satisfaction for higher and 
more spiritual interests, inasmuch as they are mighty to 
summon an echo and response in the human spirit evoked 
from all depths of its conscious life. In this way the sensu¬ 
ous is spiritualized in art, or, in other words, the life of 
spirit comes to dwell in it under sensuous guise. 

($) For this reason, however, a product of art is only 
possible in so far as it has received its passage through the 

1 It may at least be questioned whether the ground given here of this 
distinction, or part of it, is strictly accurate. It may lie said that our 
sense of sight and hearing are both in contact with the waves of the 
medium, the vibration of which produces the impression we call sound 
or light. The moat obvious distinction then appears to be that the 
natural object is left as it is by hearing and sight. This at least holds 
goml os against taste. But at least u may be questioned, I think, whether 
the sense of tooch may not be the source of artistic enjoyment, certainly 
in the case of the blind. And the sense of smell at least leave* objects 
as they are, and same may contend that it is a source of enjoyment of 
the beauty of Nature. Hegel would reply, of course, that no works of 
human arl arc enjoyed by such means. The main gTound is, however, 
that sight and hearing arc the senses closest to intelligence. 

* By AuMkauimgen Hegel apparently has in mind all the ideas of 
poetry. We should certainly rather have e* pected the word Ventetlungtn, 
the word used being rather ** visible perceptions.” But the three words 
here seem generally to denote the subject-nutter of painting, music, and 
powry. . 
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mind, and Itis originated from the productive activity of 
mind This brings u* to another question we have to 
answer* and It is this: “How is. the sensuous or material 
aspect, which is imperative as a condition of art, operative 
in the artist as conjoined to \m personal productive activity ?" 1 
Now this mode or manner of artistic production contains, 
as an activity personal to the artist, in essentia is just (he 
same determinants which we found posited in the work of 
art. It must be a spiritual activity, which, however, at the 
same iliac possesses in itself the element of sensuous ness 
and immediacy* It is neither, on the one hand, purely me¬ 
chanical work, such as is purely unconscious facility in 
sleight of hand upon physical objects, or a stereotyped 
activity according to teachable rule of thumb; nor* on the 
other hand, is it a productive process of science, which 
tend* to jkiss from sensuous things to abstract Ideas and 
thoughts, or is active exclusively in the medium of pure 
thought. In contrast to these the two aspects of mental idea 
and sensuous material must in the artistic product be 
united. For example, it would be possible in the case of 
poetical compositions to attempt to embody what was the 
subject-matter in the form of prosaic thought in the first in¬ 
stance, and only after doing so to attach to the Ktmc imagin¬ 
ative ideas rhymes and so on, so that ns a nut result such 
Imagery would be appendcnl to the abstract reflections as 
so much ornament and decoration. An attempt of this kind, 
however* could only lend us to a poor sort of poetry* for in 
it we should have operative a twofold kind of activity in its 
reJhLjm/HtH, which in the activity of genuine artistic work 
only holds good in inseparable unity. It is this true kind of 
creative activity which forms what is generally described as 
the artistic imtiginaihm. It is the rational dement, which in 
its import as spirit only exists* in so far as it actively forces 
its way into the presence of consciousness, yet likewise, and 
only subject to this condition, displays all its content to it- 

1 Lit., Operative ir, the artist viewed |» r „ Iheartisl) 34 (fie personal 
energy [SxfytkthitM) which created* Professor Bosanquct'i truukUnn 
"as a pttHiuctke slate of the person" would appear to make "the 
sensuous side " a stfbjeetKe state or (he artist. But ajatl fmin conslnic- 
tion. can We spent: of this as a H ‘ sate "} ll is modified; by hsi cnerw— 
bill il can hardly be re^uiled as a part of it, t 
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self under .1 sensuous form* This activity possesses there¬ 
fore a spiritual content, but ii clothes the amc in sensuous 
image, and for this reason that it is only able 10 come to x 
knowledge of lhe same under this sensuous garb, We may 
compare such a process with that of a man of experience in 
life, a man, shall we add, of real geniality and wit, who— 
while at the same time being fully conscious in what the 
main importance of life consists, what are the things which 
essentially bind men together, what moves them and is the 
mainspring of their lives—nevertheless has neither brought 
home this content in universal maxims, nor indeed is able 
to unfold it to others in the generalities of the reflective 
process* but makes these mature results of his intelligence 
without exception clear to himself and others in particular 
case*, whether real or invented, or by examples and such 
like which hit the mark. For in the ideas of such a man 
everything shapes itself into the concrete image determinate 
in its lime and place, to which therefore the addition of 
names and any other detail of external condition causes no 
difficulty Vet such a kind of imagination rather rests on 
the recollection of conditions, he hru liv*;d through, actual 
experience, than it is a creative power of itself. Memory 
preserves and renews the particularity anti external fashion 
of such previous events with all their in are distinct cirtu in¬ 
stances, but on the other hand does not suffer the universal 
to appear independently. The creative imagination of an 
artist is the imagination of a great mind and a big heart; it 
h the grasp and excogitation of ideas and shapes, and, in 
fact, nothing less than this grasp of the profoundest and 
most embracing human interests in the wholly definite pre¬ 
sentation of imagery borrowed from objective experience. A , 
consequence of this is, that imagination of this type ' is based 

1 I find it impassible lo tiv any one equivalent to Hcjfcl'* 

use of the wards £ in ± pA/w ng : i‘ raft , l>ksmhiu t or m the 

aeM* tit least ibm fancy, itragioftlkni, or pliant,lsy have been used and 
defined by faennus EnftlUh writers. Generally speaking, 1 should say 
tbit Ph&ttasic, ar as it Ui called so me times " artistic Of "creallve 
P&mtdfUif, stands .fur the most intellectual faculty, though Mtntiffwtg 
is ntsu used in much the same sense. But it is impassible 10 arrive a( 
any clear distinction such a-, wa- originally hiade so profi-amUy by 
Rusk in lietwecsi fancy, thi instmuienl nf poetical udeeu, ike surface 
flf.d imagination or, M he catted Ll t pfnftntfiiv imsuinanna, which 
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in a certain sense on a natural gift, a general talent for it, as 
we say, because its creative power essentially implies an as¬ 
pect of sense presentation. It is no doubt not unusual to 
speak in the same way of scientific “ talent.” The sciences, 
however, merely presuppose the general capacity for thought, 
which does not possess, as imagination does, together with 
its intellectual activity, a reference to the concrete testimony 
of Nature, but rather precisely abstracts from the activity 
that form in which we find it in Nature. It would be, there¬ 
fore, truer to the mark if we said there is no specific scientific 
talent in the sense of a purely natural endowment. Imagina¬ 
tion , 1 on the other hand, combines within it a mode of in¬ 
stinct-like creativeness. In other words the essential plas¬ 
ticity and material clement in a work of art is subjectively 
present in the artist as part of his native disposition and im¬ 
pulse , 2 and as his unconscious activity belongs in part to 
that which man receives straight from Nature. No doubt 
the entire talent and genius of an individual is not wholly 


nuunuui/w all the power* of a genius and personality and enteri into 
the heart of the iubicct matter by an Ulumlnatmgtlash which rrvtalt 
reality rather than illustrate* by meant of image. The present passage 
apf*ar* to me even more unsatisfactory than the m.»re carefully digested 
analysis at the end of Part I, when Hegel discusses the artist. It not 
merely ignores the indispensable presence of imagination in the pioneer* 
of science, but appear* to myself to confuse talent as the natural gift of 
a man with the mode in which it is exercised in piescnting ideas in 
sensuous imagery, or at least makes the former depend on the latter. 
Professor IWnquet translates Phantom here liy “fancy." But 
'• fancy ' is, in our way of looking at it, precisely not the faculty which 
dtihnttmlf belongs to “ the great mind and the big heart or soul," 
though other ports of the description are more applicable. And in 
short, as 1 say, to hx definite English equivalents to ffcgcl’s phrase¬ 
ology appears to me impossible. 

• t DU PhanUtit. 


This U, I presume, Hegel’s way of putting the simple fact, that 
much of the process of artistic production is unconscious. One man 
instinctively draw*, or picks up his notes on the piano, another cannot. 
I think Hegel rather refer* to this vigituxl talent than the much more 
important one in which genius, tight into maturity, rides over difficulties 
without knowing how it doc so. Such happy or even miraculous 
effects-such as artists sometimes playfully call thctn-aie obviously in 
part, if only in part, the result of profound artistic experience. He is 
dealing almort exclusively with the natural laas, which make* one man 
naturally an artut. whether creative or executant, and is absent from 
another. He hardly approaches the qucrtion what constitutes the artut 
of genius as contrasted w ith the man of naluial talent. 
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exhausted by that we describe as natural capability. The 
creation of art is quite as much a spiritual and self-cognized 
process; but for all that we affirm that its spirituality contains 
an element of plastic or configurative facility which Nature 1 
confers on it For this reason, though almost anybody can 
reach a certain point in art, yet, in order to pass beyond 
this—and it is here that the art in question really begins—a 
talent for art which is inborn and of a higher order altogether 
is indispensable. 

Considered simply as a natural basis a talent of this kind 
asserts itself for the most part in early youth, and is mani¬ 
fested in the restless persistency, ever intent with vivacity 
and alertness, to create artistic shapes in some particular 
sensuous medium, and to make this mode of expression and 
utterance the unique one or the one of main importance 
and most suitable. And thus also a virtuosity up to a certain 
point in the technique of art which is arrived at with ease is 
a sign of inborn talent. A sculptor finds everything con¬ 
vertible into plastic shape, and from early days takes to 
modelling clay; and so on generally whatever men of such 
innate powers have in their minds, whatever excites and 
moves their souls, becomes forthwith a plastic figure, a draw¬ 
ing, a melody, or a poem. 

(y) Thirdly, and in conclusion: the content of art is also 
in some respects borrowed from the objective world per¬ 
ceived in sense, that is Nature; or, in any case, if the con¬ 
tent is also of a spiritual character, it can only be grasped in 
such a way, that the spiritual element therein, as human re¬ 
lations, for example, are displayed in the form of phenomena 
which possess objective reality. 

3. There is yet another question to solve, namely, what 
the interest or the End is, which man proposes to himself 
in the creation of the content embodied by a work of art. 
This was, in fact, the third point of view, which we pro¬ 
pounded relatively to the art-product. Its more detailed 
discussion will finally introduce us to the true notional con¬ 
cept of art itself. 

If we take a glance at our ordinary ideas on this subject, 
one of the most prevalent is obviously 

(«) The principle of the imitation of Nature. According 

a 1 Tlus confirms the conclusion above. 
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to this view the essential aim or object of art consists in 
imitation, by which is understood a facility in copying 
natural forms as present to us in a manner which shall most 
fully correspond to such facts. The success of such an 
exact representation of Nature is assumed to a/Tord us com¬ 
plete satisfaction. 

(a) Now in this definition there is to start with absolutely 
nothing but the formal aim to bring about the bare repetition 
a second time by man, so far as his means will permit of 
this, of all that was already in the external world, precisely 
too in the way it is there. A repetition of this sort may at 
once be set down as 

(cia) A superfluous task for the reason that everything 
which pictures, theatrical performances represent by way of 
imitation—animals, natural scenery, incidents of human 
life—we have already elsewhere before us in our gardens or 
at home, or in other examples of the more restricted or ex¬ 
tended reaches of our personal acquaintance. Looked at, 
moreover, more closely, such a superfluity of energy can 
hardly appear otherwise than a presumptuous trifling; it is 
so because 

It lags so far behind Nature. In other words art is 
limited in its means of representation. It can only produce 
one-sided illusions, a semblance, to take one example, of 
real fact addressed exclusively to one sense. And, moreover, 
if it does wholly rely on the bare aim of mere imitation, in¬ 
stead of Nature’s life all it gives us ever is the mere pretence 
of its substance. For some such reason the Turks, who are 
Mohammedans, will not put up with any pictures or copies 
of men and other objects. When James Bruce, in his 
travels through Abyssinia, showed a painted fish to a Turk, 
that worthy was at first astonished; but, quickly recovering 
himself, he made answer as follows: 44 If this fish shall rise 
up against you at the last day, and say, 4 You have certainly 
given me a body, but no living soul,’ how are you going to 
justify yourself against such a complaint?" The prophet 
himself, moreover, if we may believe the Sunna, said to the 
two women Ommi Hubiba and Ommi Selma, who told him 
of certain pictures in the /Ethiopian churches: “These pic¬ 
tures will rise up in judgment against their creators on the 
Last Day.” There are, no doubt, no less examples of Cory- 


FINK ART 


59 


plctcly deceptive imitation. The painted grapes of Zeuxis 
have been accepted from antiquity and long after as an in¬ 
stance of art’s triumph, and also of that of the principle of 
imitation, because, we are told, actual doves pecked at them. 
Wc might add to this ancient example that more modem 
one of Buhner’s monkey, which bit to pieces a painted 
cockchafer in Rbsel’s “ Diversions of Insects,” and was con¬ 
sequently forgiven by his master, although he destroyed by 
this means a fine copy of the precious work, because he 
proved thus the excellence of its illustrations. But if we will 
only reflect a moment on such and other instances we can 
only come to the conclusion that instead of praising works 
of art, because they have deceived cun doves and monkeys, 
the foolish people ought to be condemned who imagine 
that the quality of a work of art is enhanced if they are able 
to proclaim an effect of the same so miserable as the 
supreme and last word they can say for it. In short, to sum 
up, we may state emphatically that in the mere business of 
imitation art cannot maintain its rivalry with Nature, and if 
it makes the attempt it must look like a worm which under¬ 
takes to crawl after an elephant. 

(yy) Having regard, then, to this invariable failure, that is, 
relative failure of human imitation as contrasted with the 
natural prototype, we have no end left us but the pleasure 
offered by sleight of hand in its effort to produce something 
which resembles Nature. And it is unquestionably a fact 
that mankind arc able to derive enjoyment from the attempt 
to reproduce with their individual labour, skill, and industry 
what they find around them. But a delight and admiration 
of this kind also becomes, if taken alone, 1 indeed just in 
proportion as the copy follows slavishly the thing copied, so 
much the more icily null and cold, or brings its reaction of 
surfeit and repugnance. There are portraits which, os lias 
been drily remarked, are positively shameless in their like¬ 
ness;* and Kant brings forward a further example of this 
pleasure in imitation pure and simple to the effect that we 
are very soon tired of a man—and there really are such— 
who is able to imitate the nightingale's song quite perfectly; 

1 Fur ritA. If merely admired as imitation and nothing more. 

* Zur Ektlkafti git it . ** Sickeningly like " U Professor Bosaaquet’s 
closer initiation. The expression “ damnably like ” is not unknown. 
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for we no sooner find that it is a nun who is producing the 
strain than we have had enough of it- We then take it to 
be nothing but a clever trick, neither the free outpouring of 
Nature, nor yet a work of art- We expect, in short, from the 
free creative power of men something quite other than a 
music of this kind, which only retains our interest when, as 
in the case of the nightingale’s note, it breaks forth in 
unpremeditated fashion, resembling in this respect the 
rhythmic flood of human feeling, from the native springs of 
its life. And as a general rule this delight we experience in 
the skill of imitation can only be of a restricted character; it 
becomes a man better to derive enjoyment from that which 
he brings to birth from himself. In this respect the inven¬ 
tion of every insignificant technical product is of higher 
rank; and mankind may feel more proud at haring invented 
the hammer, nail, and so forth, than in making themselves 
adepts as imitators. For this abstract zest in the pursuit of 
imitation is on the same lines as the feat of the man who 
had taught himself to throw lentils through a small aperture 
without missing. He made an exhibition of this feat to 
Alexander, and Alexander merely made him a present as a 
reward for this art, empty and useless as it was, of a bushel 
of lentils. 

(/3) Inasmuch as, moreover, the principle of imitation is 
purely formal, objectifyt beauty itself disappears, if that prin¬ 
ciple is accepted as the end. For the question is then no 
longer w hat is the constitution of that which is to be imitated, 
but simply whether the copy is correct or no. The object 
and the content of the beautiful comes to be regarded as a 
matter of indifference. When, in other words, putting the 
principle of mere imitation on one side, wc speak, in con¬ 
nection with animals, human beings, places, actions, and 
characters, of a distinction between beauty and ugliness, it 
remains none the less the fact that relatively to such a prin¬ 
ciple wc are referring to a distinction which does not pro¬ 
perly belong to an art for which wc have appropriated this 
principle of imitation to the exclusion of all others. In such 
a case, therefore, whenever we select objects and attempt to 
distinguish between their beauty and ugliness, owing to this 
absence of a standard we can apply to the infinite forms of 
Nature, we have in the final resort only left us the £crsona{ 
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taste, w'hich is fixed by no rule, and admits of no discussion. 
And, in truth, it we start, in the selection of objects for 
representation, from that which mankind ztmrixlly discover 
as beautiful and ugly, and accept accordingly for artistic 
imitation, in other words, form their particular taste, there is 
no province in the domain of the cbjectivu world which is 
mat open to us, and which is hardly likely to fail to secure 
its admirer. At any rate, among men we may assume that, 
though the case of every husband and his wife may be dis¬ 
puted, yet at least every' bridegroom regards his bride as beau¬ 
tiful, very possibly being the only |ierson who dots so; and 
that an individual taste for ft beauty of this kind admits of no 
fixed rules at all may be regarded as a bit of luck for both 
parties. If, moreover, we cast a glance wholly beyond mere 
individuals and their accidental taste to that of nations, this 
again is full of diversity and opposition. How often we hear 
k repeated that a European beauty would nqt please a 
Chinaman, or even a Hottentot—a Chinaman having a 
totally distinct notion of beauty from that of a black man, 
and the black man in his turn from that of a European. 
Indeed, if we consider the works of art of those extra- 
Europe&n peoples, their images of gods, for instance, which 
have been imaginatively conceived as worthy of veneration 
and sublime, they can only apjjear to us as frightful idols; 
their music will merely ring in our ears as an abominable 
noise, while, from the opposite point of view, such aliens 
will regard our sculptures., paintings, and musical composi¬ 
tions as having no meaning or actually ugly. 

(y) But even assuming that we absmuct from an objective 
principle of art, and retain the beautiful as established on 
the subjective and individual taste, wo shall soon dis- 
cover, From the point of view of art itself, that the imita¬ 
tion of natural objects, which appeared to be a universal 
principle, and indeed one secured by important authorities, 
is not to be relied upon, at least under this general and 
wholly abstract conception of it. If we look at the particular 
arts we cannot fail to observe that, albeit painting and 
sculpture portray objects w hich resemble those of Nature, 
or the type of which is essentially borrowed from Nature, 
ilta works of architecture on the contrary — and thrqloo, is 
*mc of tj>i : fim arts—quire as little ajs the composition-, of 
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poetry* to the extent at least that these latter are not 
restricted to mete description* cannot justly be described as 
imitations of Nature, At any rate, if we are desirous of 
maintaining such a thesis with respect to the arts thug 
excluded, we shoutd find ourselves forced to malic important 
deviations from the track* in order to condition our propose 
tion in various ways, and level down our so-called truth 
at least to the plane of probability. But once accept proba¬ 
bility, and we should again be confronted with a great diffi¬ 
culty in determining precisely what is and what is not 
probable; and in the end no one could really think of 
or succeed, even if he did so* in excluding from poetry nil 
compositions of an entirely capricious and completely 
imaginative 1 character. 

The end or object of art must therefore consist in some¬ 
thing other than the purely formal 3 imitation of what is 
given to objective sense, which invariably can merely call 
into being technical legerdemain and not works of art.’ It 
is no doubt an essential constituent of a work of art that it 
should have natural forms as a foundation, because the 
mode of its representation b in external form, and thereby 
along with it in that of natural phenomena. In pointing it 
is obviously an important study to learn to copy with ac¬ 
curacy cotuuPi in their mutual relations, such as fight effects 
and reflections, and so forth* and, w'ith no less accuracy, 
the forms and shapes of objects carried into their most 
subtle gradations of line. It Ls in this respect tltat in modem 
times more particularly the principle of the imitation of 
Nature and naturalism generally has come into vogue. 
The object has been to recall an art, which has deteriorated 


1 l tb ink with Profess .t banquet that fSjnfUjfiuktti Li here ci,,i 
*’ fantastic 11 but strictly derived from Pit {infant in its scute of imafiina- 
lion, “ Completely," of cutirse* as involving no direct iimtwion H f 
Nature. 

1 formal. U-t implying no ctctuive supplement from the ani%X. 
partly mechanics^, 

J It would Ik both instructive and Ltitcjesltruj CO discu-.i if, and ht^w 
far, and by virtue of what, thai diitiuri type of modern an known as 
life/' nueh 4* n Few objects of the lii.r-r*', or even a ■■hell or two 
M»rl '"Hfl Up to more rmiwtant organic lifewus excluded from thibcon- 
dentpaliori. fi is quite deftr that Kinkm would have ls giK.nl dcj.t „. JV 
that would imply important qualification. 
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into weakness and nebulosity, to the strength and deter¬ 
minate outlines of Nature* or, in yet another direction, as 
against the purely arbitrary caprice and convention of a 
studio, which is in truth as remote from Nature as it is from 
art* and merely indicates the path of art's declension, to 
assert the claim, of the legitimate* direct, and independent, 
no less than coherent stability of natural fact But while 
admitting that from a certain point of view such an effort 
is reasonable enough* yet for all that the naturalism which 
it demands, taken by itself, is neither the substantive thing, 
not yet of primary importance, in the true basis of art; and 
although the external fact m its natural appearance con¬ 
stitutes an element of essential value* yet the objective fact 
alone does nor supply the standard of rightness, nor is the 
mere imitation of external phenomena, in their external 
shape that is, the tnd of art* 

( 4 ) And as a consequence of this we Itave the further 
question—" What is the true wnteni of art, and with what 
aim is that content brought before us? rr fin this head we 
are confronted by the common opinion that it is the task 
and object of art to bring before our sense, feeling, and 
power of emulation 1 curry iking that the spirit of man cat! 
perceive or conceive Art has in short to realize for us the 
well-known saying* [i Nihil humani a mt tditmm Its 

object is therefore declared to he that of arousing and giving 
life to slumbering emotions, inclinations, passions of every 
description, of filing the heart up to the brim; of compel¬ 
ling mankind* whether cultured or the reverse, 10 pass 
through all that the human soul carries in its most intimate 
and mysterious chambers, all that it is able to experience 
and reproduce* alt that the heart is able to stir and evoke in 
its depths and its countlessly manifold possibilities.; and yet 
further to deliver to the domain of feeling and the delight 
of our vision all that the mind may possess of essential 
and exalted being in its thought and the Idea—that 
majestic hierarchy of the noble* eternal, and true; and no 
less to interpret for us misfortune and misery', wickedness 
and crime; to make the hearts of men realize through and 

1 Btgcistrrung, I think tht* mw«l be ihc mtaninffr tmptraiinn hardly 
makes seme, fi h art that b noi ih&w wkr'a aUcru-t the eelcbra- 
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through L all that b atrocious and dreadful, no less than 
uvety kind of pleasure and hlesscdnea; and last of all to 
start the imagination like a rover among the day-dream 
playing-fields of the fancy, there to revel in the seductive 
mirage of visions and emotions which captivate the senses- 
All this in finitely manifold content—so it is held—it Is the 
function of art to explore, in order that by this means the 
experience of our external life may be repaired of its de- 
ficiences, and yet from a further point of view that the 
passions we share with all men 1 may be excited, not merely 
that the experiences of life may not have us unmoved, but 
that we ourselves may thereafter long to make ourselves 
open channels of a universal experience. Such a stimulus 
is not presented on the plane oi actual experience itself,* 
hut can only come through the semblance of it, that is to 
say through the illusions which art, in its creations, sub¬ 
stitutes for the act-Ljl world. And the possibility of such a 
deception, by means of the semblances of art, depends on 
the fact that ail reality must for man pass through the 
medium of the vision and imaginative idtraj and it is only 
after such a passage Mint it penetrates the emotional life 
and the will. In such a process it is of no consequence 
whether it is immediate external reality which claims his 
attention, or whether the result is effected by some other 
way. in other words by means of images, symbols, and ideas, 
which contain and display the content of such actuality. 
Men are able to imagine things, which do not actually 
exist, as if they did exist. Consequently it is precisely the 
same thing for our emotional life, whether it is the object! 
world or merely the show of the same, in virtue of which a 
situation, a relation, or any content of life, in short, is brought 
home to us. Either mode is equally able to stir in us an 
echo to the essential secret which it carries, whether it he in 
grief or joy, in agitation or convulsion, and can cause to 
flow through us the feelings and passions of anger, hate, 
pity, anxiety, fear, love, reverence and admiration, honour 
and fame, 

1 Jr/i liiitfrstm ii T illLflk here obviously lo lie Liken iviLli ihe vcfh, 

a&t with (he nibstiuitiTes. * Ufkr&fatpi. 

1 The iura»jis£ of in diatw Gifoftr h, I [irc-rumc, the actual World, 
liui i( vj it I* biuiyly a tiose, afn \ T hut Lett it out, , 
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The awakening of every kind of emotion in us, the draw¬ 
ing our so jI through every content of life* the realization of 
a]I these movements of sout-life by means of a presence 
which is only eternal as an illusion.—this it is which, in the 
opinion described* is pre-eminently regarded as the peculiar 
and transcendent power of artistic creaiioit. 

We must not, however, overlook the fact tliat in this view 
of art as a means to imprint on the soul and the mind what 
is good and evil alike* to make man more strong in the 
pursuit of what is noblest, no leiis than enervate his definite 
course , 1 by transporting his emotional life through the most 
sensuous and selfish desires, the task as yet proposed tea art 
remains throughout of an entirely formal character; without 
possessing independently an assured aim all tliat an can 
offer Is the empty form For every possible kind of ideal and 
formative content, 

(r) As a matter of fact art does not possess this formal 
side, namely, that it k able to bring before our semes and 
feeling ami artistically adorn every possible kind of material, 
precisely as the thoughts of ordinary reflection 1 elaborate 
every possible subject niatter and modes of action, supply¬ 
ing the same with its equipment of reasons and vindica¬ 
tions* In the presence, however, of such a variety cf con¬ 
tent wc cannot fail to observe that these diversified emotions 
and ideas, which it is assumed art has tD stimulate; or enforce, 
intersect each other, contradict and mutually caned each 
other. Indeed, under this aspect, the more art inspires men 
to emotions thus opposed, to that extent precisely it merely 
enlarges the cleavage in their feelings and passions* and sets 
them staggering about m Bacchantic riot, or passes over 
into sophistry and scepticism precisely as your ordinary 
free thinkers do. This variety of the material of art itself 
compels us, therefore, not to remain satisfied with so formal 
a determination. Our rational nature forces its way into 
this motley army of discord, and demands to see the resur- 

1 /ifi/fMj MHMg, The I runs Lac i-on given a p pears To 1st tile sente, lliough 
wt should ijUllt uy w L-ikt-n i matt from the |Hirsuil of n definite coarse, 
I l r<ifei^ur Hu,anqud, who trinslito die weed ''.113:1 A little tower 
down, evades the word here. 

1 JtoiJtfttttirtnJ/ here and be Low hhte 1 depreciatory 

ktik'— aod tlgrdfy ofdirnry pe&snnjrcr in !he Snt instante *nrl the 

HHitliodi ^ the popular wciAirlit in the iceond, 
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rection of a higher and more universal purpose from these 
elements despite their opposition, and to be conscious of its 
attainment, Just in a similar manner the social lift of man¬ 
kind and the State arc no doubt credited with the aim that 
in them a/i human capacities and ■ltf individual potencies 
should meet with expansion and expression in alt their 
Features and tendencies. But in opposition to so formal a 
dew there very quickly crops up the question in wh&t unity 
these manifold manifestations are to be concentrated, and 
what single end they must have for their fundamental con¬ 
cept and ultimate end. Just as in the case of the notional 
concept of the human State so too there arises in that of 
human art the need, as to a part thereof, for an end amt titan 
to the particular aspects, no less than in part for one which 
is more exalted and substantive in its character.' 

As such n substantive end the conclusion of reflection is 
readily brought home to us that art possesses at once the 
power a:td tunction to mitigate the savagery of mere desires. 

(g) With regard to this first conception we have merely 
to ascertain what characteristic peculiar to art implies this 
possibility of eliminating this rawness of desire, and of fetter¬ 
ing and instructing the impulses and passions. Coarseness 
in general has, its ground-root in an unmitigated seif-seeking 
of sensuous impulses, which take their plunge off and are 
exclusively intent on flic satisfaction of their concupiscence. 
Sensual desire is, however, ail the more brutal and domineer¬ 
ing, iti proportion as, in its isolation and confinement, it 
appropriates the entire man, so that he does not retain the 
power to separate him self in his universal capacity from this 
determinacy and to maintain the conscious presence of such 
universality . 1 Even if the man in such a case exclaims, “the 

1 AjfMeaa untie ted by Prnfflmjr Dosajiqnct. fliul it seems to amount 
to little ntilife [huh a more gene m ]Ued uaieme-nt of whnl Itu gtMVe before. 
The end of art both rfiiecEty *ml indirectly cwieenw j|« subjccl-mitler,, 
qr rather, u Ilcfiel puts it, iht nwl of the notion or Me* of it carries 
u to a further end beyond the end shared in common by il* parcidiEur 
content, 

' 1 foho^ JWtSSOf Banquet in his tramhufon of the words ah 
Adttttttwt fur iifk IU Wtr 4 m\ but 1 am nor «uee that the more liter*] 
iniiistation II ntrt simply « ihe words tiund, the sense being not to be 

swl-coutci -crus af tilinsclf wuf iie&) m chc inttaeTial ikHncsplc-p i\t, t w t>c 
aware Ilf thh properly, bul Hither at Universal pnnciple Eti become for 
ftinneir, bn, “ mdependeul of desire,” , * „ 
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pssion is mightier than myself/' though it is true no doubt 
that for that man*s mind the abstract ego is separate from 
the particular passion, yet it is purely so in a formal way. 
AH [hat-such a separation amounts to is that as against the 
force of the passion the ego, in its universal form or com¬ 
petency K is of no account at all. The savageness of passion 
consists therefore in the fusion ] of the ego as such a uni¬ 
versal with the confined content of its desire, so that a man 
no longer possesses volitional power outside this single 
passion, Such savageness and untamed force of the possi¬ 
bilities of passion art mitigates in the first instance to the 
extent that it brings home to the mind and imagination of 
niaiii what he does actually feel and carry into effect in such 
a condition. And even if art restricts itself to this that it 
places before the vision of the mind pictures of passion, 
nay, even assuming such to be flattering pictures, yet for all 
that a power of amelioration is contained therein. At least 
wc may say, that by this means is brought before a man's 
intelligence what apart from such presentment he merely 
if. The man in this way contemplates his impulses and 
inclinations; and whereas apart from this they whirl him 
away without giving him time to reflect, he now sees them 
outside himself and already, for the reason that they come 
before him rather as objects than a part of himself, he begins 
to be free from them as aliens. For this reason it may often 
happen that an artist, under the weight of grief, mitigates 
and weakens the intensity of his own emotions in iheir effect 
upon him by the artistic representation of them. Comfort, 
too, is to be found even in tears* The man who to start with 
is wholly given up to and concentrated in sorrow, is able 
thus, at any rate, to express that which is merely felt within 
in a direct way. Yet more alluviating is the utterance of such 
inner life in words, images, musical sound, and shapes. 

It was therefore a good old custom in the case of funerals 
and layings-ont to ap^ioint wailing women, in order to give 
audible expression to grief, or generally to create an ex¬ 
ternal sympathy. For manifestations of sympathy bring the 
content of human sorrow to the sufferer in an objective 
form; he is by their repetition driven to reflect upon it,and 
the burden is thereby made lighter. And so it has from of 
■ 1 Emhtif-~ unity |ti the pmnl cTfuikm, ideality. 
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eld been considered that to weep or to sjieak oneself out are 
equally means whereby freedom is secured from the oppress¬ 
ing burden,, or at least the heart is appreciably lifted. Con¬ 
sequently the mitigation of the violence of passions admits 
of this general explanation that man is released from his 
unmedfilcd confinement 1 in an emotion, becomes aware 
of it as a thing externa] to himself to which he is conse¬ 
quently obliged to place himself in an ideal relation. Art, 
while still remaining within the sphere of the senses* faces 
man from the might of his sensitive experience by means of 
its representations. No doubt we frequently hear that pet 
phrase of many that it is man's duty to remain in immediate 
union with Nature, Such union is in its unmediated purity 
nothing more or less than savagery and wildness j and aft, 
precisely in the way that it dissolves this unity for human 
beings* lips them with gentle hands over this inclosum in 
Nature. The way men are occupied with the objects of art's 
creation remains throughout of a contemplative 1 character; 
and albeit in the first instance it educates merely an at¬ 
tention to the actual facts portrayed, yet over and beyond 
this, and with a power no less decisive, it draws man's 
attention to their significance, it forces hjun to compare 
their content with that of others, and to receive without 
reserve the general conclusions of such a survey and all the 
ramifications’ such imply, 

((J) To tbr characteristic abqvc discussed adheres in 
natural sequence the second which has been predicated of 
art as its essential atm, namely, the purification of the 
passions, an Instruction, that is, and a building to moral 
completeness. For the defining role that art has to bridle 
savage nature and educate the passions remained one 
wholly formal and genera], so that the further question must 
arise as to a specific kind and an essential and culminating 
point of such an educative process. 

{au) The doctrine of the purification of the passions shares 
in the defect previously noted as adhering to the mitigation 

* ] UnmititibrUFm Bt/nngrtikfiL •* Su nkentv«ti “ is Frtfeior ficruin- 

qpet'i translation. 

: Tktartfur as a dsr«! Imnscrijil of fliwetLr, 

1 Gaitkitfunttr. The iraiicjui point* of view necessary lo arrive at 
inch a general conclusion. 9 
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ot desires. It does, however, emphasize more closely the 
Tad: that the representations of art needed a standard, by 
means of which it would be possible to estimate their com¬ 
parative worth and unworth. This standard is just their 
effectiveness £0 separate what is pirn? from that which is the 
reverse in the passions. Art, therefore,, requires a content 
which is capable of expressing this purifying puiver, and in 
50 far as the power to assert such effectiveness is assumed 
to constitute the substantive end of art, the purifying con¬ 
tent will consist in asserting that effective power before con¬ 
sciousness in its universality and esitniiaiityS 

($ 3 } It is a deduction from the point of view Just 
described that it is the end of art to instracL Thus, on the 
one hand, the peculiar character of art consists in the move¬ 
ment of the emotions and in the satisfaction which is found 
in this immanent, even in fear, compassion, in painful 
agitation and shock—that is to say, in the satisfying concern 
of the Tedings and passions, and to that extent in a com¬ 
placent, delighted, or enthusiastic attitude to the objects of 
art and their presentation and effect; while, on the other 
hand, this artistic object is held to discover its higher 
standard exclusively in its power to instruct, in the fabula 
Aocei* and thereby in the usefulness, which the work of art 
is able to exercise on the recipient. In this respect the 
flu ratian adage 

El prodesst vblunt et detector c p&cioe* 

contains, concentrated into a few words, all that in after 
times has been drawn out as a doctrine of art through 
every conceivable grade of dilution to the last extreme of 
insipidity. 

In respect, then, to such instruction we have to ask. whether 
the idea is that the same ought to be direct or indirect in 
the work of art, explicit or implicit. 

No w if the question at issue is one of general importance 

1 Tlimigh Aut entirely confident I nm right hi Accepting the waxdi rw 
/yjw.wi a* GUrpclickm at the hfr^r^xthringtn jiM before, the alternative 
<if thofesi-jr Bttjajoqnet which lakL-s the word* vrird sm &ringgn uyrs as 
equivalent tn £tbm&t ttyn utUe certainly appear* In me liO direct 
Irons lotion. 

* * 11 IV.^, aim at atihtjr and enlcrtJuxmcQ t alike, “ 
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to art about a unwetsal rather than contingent purpose, 
such an ultimate end, on, account of the essential spirituality 
of art, can only be itself of spiritual import; in other words, 
so far from being of accidental importance it must,be true 
in virtue of its own nature and on its own account. An end 
of this kind, can only apply to instruction in so far as a 
genuine and essentially explicit content is brought before 
the mind by means of the work of art. From such a point 
of view we are entitled to affirm that it is the function of 
art to accept so much the more of a content of this nature 
within its compass in proportion to the nobility of its rank* 
and that only in the verity of such a content will it discover 
the standard according to which the pertinency of or the 
reverse of what is expressed is adjudged. Aft is in truth the 
primary 1 instructress of peoples. 

Rut, on the other hand, if the object of instruction is so 
entirely treated as an end that the universal nature of the 
content presented cannot fail to be asserted and rendered 
bluntly and on its own account explicit as abstract thesis* 
prosaic reflection or general maxim, rather than merely in 
an indirect way contained by implication in die concrete 
embodiment of art, then and in that case, by means of such 
a separation, the sensuous, plastic configuration, which is 
precisely that which makes the artistic product a yo&h of 
nrf t is merely an otiose accessory, a husk, a semblance, 
which are expressly posited as nothing more than shell and 
semblance. Thereby the very nature of a work of art is 
abused, For the work of art ought not to bring before the 
imaginative vision a content in its universality as such, but 
rather this universality under the mode of individual con¬ 
creteness and distinctive sensuous particularity. If the work 
in question docs not conform to such a principle, hut rather 
sots before us the generalization of its content with the 
express object of instruction pure and simple, then the 
imaginative no less than the material aspect of it are merely 
an external and superfluous ornament, and the work of art is 


1 I ihuik lint LJegrl in fait U'C of Cnii litre rather refer* to lhe 
fact of past hi'lory litim n fact in the individual W*tcwy of nations. 
■■ Afi UH in the early Jayl of tiulory, the tnslltieira* of nanufifl*” 
give** 1 think, hi* meaning, ll ls the first inUmctT£>* in the history of 
nations. t t 
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itself a shattered thing within that ornamenta ruin wherein 
form and content no Jonger appear as a mutually adherent 
growth. For* in the ease supposed, the particular object of 
the senses and the idea) content apprehended by the mind 1 
have become external to one another. 

Furthermore, if the object of art is assumed to consist in 
utilitarian, instruction of this kind* that other aspect of de¬ 
light* entertainmtuU r and diversion is simply abandoned on 
its own account as umsstntial; it has now to look for its 
substance to the utility of the matter of instruction, to which 
it is simply an accomju hi merit. Eiut this amounts to say¬ 
ing, that art does not carry - its vocation and purpose in it¬ 
self, but that its fundamental conception is in something 
else, to which it subserves as a means. Art becomes, in 
short, merely one of the many means, which are cither of 
use, or may be employed to secure, the aim of instruction. 
This brings us to the boundary tine where art can only cease 
iy be an end on its own independent account; it is de¬ 
li berately deposed either to the mere plaything of entertain¬ 
ment* or a mere means of instruction. 

(yyj The line of this limit is most emphasised when the 
question is raised as to the end or object of highest rank 
for the sake of which the passions have to be purified or 
men have to be instructed. This goal has frequently in 
modem times been identified with moral improvement, and 
the end of art is assumed to consist in this that its function 
is to prepare our inclinations and Em pulses, and generally to 
conduct us to the supreme goal of moral perfection. In this 
view we find instruction and purification combined The 
notion is that an by the insight it gives us of genuine moral 
goodness, in other words, through its instruction* at the same 
time summons us to the process of purification, and in this 
way alone can and ought to bring about the improvement of 
mankind as the right use they can make of it and its su¬ 
preme object. 

1 I venture to think if PnkiV’r fknnsqoet’fl translation were tie rijjht 

one (he German wntlM l>r nn in iu* iWW ftirwkttuf. 1 do n-t think 

rrr th#i iiifot can Ik a German rendering, of ,# in itself/' Bat I adroit 
the tmnllrfoo is smutting, whether liege! lud ia hk mind the ".Ml** 
d hided agilnsl itself r or not. 

1 Lit,, M the spiritual tuimid," rlr, t the universal itibutJince of iLs 
•ideal COVent, 
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With reference to the rtrlation in which art stand* to the 
end of Improvement, we may practically say the same ihxng 
as we did about the didactic end. It may readily be ad¬ 
mitted that art as its principle ought not to tnaku-thc im¬ 
moral and its advance its end. But it is one thing deliberately 
to make immorality the aim of its presentation and another 
not expressly to do so in the case of morality. It is possible 
to deduce an excellent moral from any work of art whatever ; 
but such depends, of course, on a particular interpretation 
and consequently on the individual who draws the month 
The defence is made of the most immoral representations 
on the ground that people ought to become acquainted with 
evil and sin in order to act morally. Conversely, it has been 
maintained that the portrayal qf Mary’ Magdalene, the fair 
sinner, who afterwards repented, has seduced many into sin, 
because art makes repentance look so beautiful, and you 
must fust sin before you can repent The doctrine of moral 
improvement, however logically carried out, is not merely 
satisfied that a moral should be conceivably deduoible from 
a work of art through interpretation; on the contrary, it 
would have the moral instruction dearly made to emerge as 
the substantive aim of the work ; 1 my, further, it would 
deliberately exclude from art's products all subjects, char¬ 
acters, actions, and events which fail to be moral in its uwn 
sense. For art, in distinction from history and the sciences, 
which have their subject-matter determined for them, has a 
choice in the selection of its subjects. 

In order that we may be in a position to estimate this 
view of the moral end of art on the basis of principle, we 
ought above all to raise the question as to the precise stand¬ 
point of the morality which is recommended for our recep¬ 
tion by this view. If we examine more closely the standpoint 
of morality such as is submitted us to-day under an cn tight¬ 
ened interpretation , 5 we soon discover that its conception 
does not immediately coincide with that which we describe 

1 Precisely as Kuakin, for rumple, in hi. u Modern Ihunteis rj con¬ 
demns both Tiliiui and Tintorel, not heein^- they rmjntcd the Parmfut 
or the Amtnia, U. produce line painting, eren l.icciiuic they did riot 
nr did themselves believe in the truth nf their .ubjecl-ninttcf, but be¬ 
cause they did not paint in trdir f- ntakr ipuvtrtti an extraordinary 
lapse of judgment. 

1 Inf hfft h Sinnr (iff WtHtS* « t 
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in a general virtue, respectability , 1 uprightness, and 

S q forth, To be a respectable honest man is not sufficient 
to make a man moral in the sense under discussion, for 
morality jn this sense implies r/jftefior t and the definite con- 
sriousness of what is consonant with duty* and the acts 
which issue from such a consciousness. Now' duty is itself 
the law of the wilt, which man, however, freely establishes 
out of Himself, and thereon Is taken to determine himself to 
thi=* duty for duty's sake and its fulfilment's sake; in other 
words he only does good as acting under the conviction 
already .secured that it is the good. I his taw—-the duty 
which Is selected and carried into dTcci for duty's sake to 
be the rule of conduct out of free conviction and the inner 
conscience—is, on its own account, the abstract universal 
of the will, which is the absolute antithesis to Nature, the 
impulses of sense, selfish interests, the passions and all that 
is commonly described collectively as emotional life and 
heart. In this opposition the one side Is regarded as ntgvtifig 
the other; and for the reason that both are present in the 
individual in their opposition, he Is compelled, as determin¬ 
ing himself from his own identity, to adopt the choice iff 
one to the rejection of the other. Such a decision and the 
act carried out in accordance with it merely become moral 
from the standpoint now considered on the one hand in 
virtue of the free conviction of duty, and on the other by 
reason of the victory secured not only over the particular 
will, the natural motives, inclinations, passions and so on, 
but also in virtue of the noble feelings and higher impulses. 
For the modern ethic starts from the fixed opposition between 
the will in its spiritual universality and its sensuous natural 
particularity; it does not consist in the perfected mediation 
of these opposed aspects, but in their mutual conflict as 

s JVofefiB4?r Bosnnquct point* out in a note ort this pnssa^ |p, ten) 
dial Sittliikiiit hen, winch hr Iransklrf, as I hav* done, 11 pert - 
ability, 1 " is the totit of virtue* without the reflect!^ aspiration llKt 
gwHltieai ^ an ideal. Of course there h no depreciation in the ttm of 
the term. U is simply the morality of ordinary people, who do genen 
alSy what their ne^lil^ur-, think the right thing. The word ftpmtifnf 
and ntfm&wt, which I have only been able Lo translate W a pnra- 
piixase. is ihc morality of the sLnbdpoinl d is , which is very 
muds that of Kaitt Or '* Duty for duiyk Stake r ’ in Bradley s Llhienl 
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opposed to gnu another, which carries with it the demand, 
that the impulses in their antagonism U> duty ought to 
yield to it. 

An opposition of this nature is not merely present to 
mind in the restricted confines of moral action; it asserts 
itseir as a fundamental sere ration and antithesis between 
that which is actual essentially, and on its own account, and 
that which is external reality and existence . 1 Apprehended 
in entirely formal terms it is the contrast exposed by the 
universal, in so far as it is fixed in its substantive inde¬ 
pendence over against the particular, as the latter is also on 
its part rigidly exterior to it. In more concrete form it ap¬ 
pears in Nature as the opposition of the abstract law to the 
wealth of particular phenomena, each of which possesses iis 
specific characteristics. It appears in mind as that between 
the sensuous and spiritual in man, as the conflict of spirit 
with the flesh; it is thar of duty for duty's sake; of the cold 
imperative with particular impulses, tile warm heart, the 
sensuous inclinations and impulses, in a word with man 
simply a* individual* Or it appears as the harsh antagonism 
between the inward freedom and the external necessity of 
natural condition, and, lastly, as the contradiction of the 
dead, essentially emptied, concept, when confronted with 
the fulness of concrete! life* in other words, of theory' and 
subjective thought as contrasted with objective existence 
and experience. 

Such arc antithetical points of view, the discovery of 
which is pot to be ascribed either to the ingenuity of re- 
fieetivu minds, or the pedantry of a philosophical cult They 
have in all ages, if in mathfold guise, occupied and disquieted 
the human consciousness, although it is our more modern 
culture which has emphasized their opposition most de¬ 
liberately, and forced it in each case to the keenest edge of 
contradiction. I ntel lectual cul lure, or rather the rapier edge 
of the modem understanding, creates in man this contrast, 
which converts him into some amphibious animal. He is 
compelled to live in two worlds mutually contradictory; and 
in this divided house consciousness, too, winders aimlessly; 
tossed over from one side to the other it is unable to dis- 


1 Tli»t i« tbc contingency <4 die world of N*itu* ai conlnsteJ with 
tho ciwrUml alaljility nf niuntl or spirit. # fl 
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cover permanent satLafiictiun 1 fur itself in either one side or 
the other. For, on the one hand, we see mankind confined 
within common reality and earthly temporal condition, op¬ 
pressed [jy necessity and want, in Nature^ toils, entangled 
irs matter, in sensuous aims ami their enjoyment, dominated 
and whirled away by impulse and passion. On the other 
hand he lifts himself up to eternal ideas, to a realm of 
thought and freedom. As Will he legislates for himself 
universal laws and destinations , 3 he disrobes the world of 
the life and blossom of its reality ; he dissolves it in abstrac¬ 
tions, that the mind may vindicate its right and intrinsic 
worth by this very dissolution of Nature’s rights and such 
maltreatment, a process in which he brings home to her 
again the necessity acid violence he has experienced at her 
hands. Such a cleavage oflife and mind is r however, accom¬ 
panied for modern culture with the demand rhat a contradio* 
lion deep-seated should be dissolved- The mere under¬ 
standing of abstract reflection b unable to disengage itself 
From the obstinacy of such contradictions. The solution 
consequently remains here for consciousness a mere ought y 
and the present and reality is merely moved with in the con¬ 
tinuous unrest of a to and fto, w'hich seeks for that recon¬ 
ciliation it is unable to find. The problem therefore arises 
whether such a many-sided and fundamental antagonism, 
which Is unable to pass beyond line mere ought and postulate 
of Us solution, can be the essential and wholly expressed 
truth, and , 1 indeed, the final and supreme consummation. 
If the culture of the civilized world has fallen into such a 
contradiction it Incomes the task of philosophy to dissolve 
the same, in other words to demonstrate that neither the 
one side or the other, in its onesided abstractness should 
be held to possess truth, but that they contain within them¬ 
selves the principle of their dissolution. The truth only 
JVfrrvi comes before us in the reconciliation and mediation of 
both; and this mediation is no mere postulate, but is, in its 

1 Lit., *' To satisfy itself in its ™/ dr tm [upendeDl self [/ur iatjIV 
!t car net identify iti-elf with either sciJe fiv id wholly real *clf made 
therein explicit. It U neither fish oof low], 

1 BeitiMmiixgin may here be * reference to nun's broaden ipimtULl 
drueicterwaticins as one of the human family, the race, the nation* asul 
toih, or, as I think, a reference Id ha rocriian, fntTSre ileMiny, 
^neral 1 An undjUr M(h IVuhrt* 
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essential nature, and in its actual presence the at the same 
time accomplished and selfacccxrnplishing. And, in fact, this 
view agrees directly with unwitting 1 faith and will, which 
always has before its conscious lift- this con tradition in its 
resolution, and in action accepts it as its aim and carries it 
into effect All that philosophy achieves is to contribute the 
insight of thought into the essence of such cleavage. It 
demonstrates, or seeks to demonstrate, how that which truth 
really is is simply the resolution of the fracture, and, be it 
added, not in the sense that this antagonism and its alter¬ 
native aspects in any way are not t but in the sense that they 
are there * in reconciliation. 

(J 1 ) When discussing moral improvement as the ultimate 
end accepted, for art it was found that its principle pointed 
to a higher standpoint- It will be necessary also to vindicate 
this standpoint for art. 

Thereby the false position to which we have already di¬ 
rected attention vanishes, namely, that art has to serve as a 
means for moral ends and the moral end of the world g finer- 
ally by means of its didactive and ameliorating influence, and 
by doing so has its essentia] aim not in itself, but in some, 
thing else. If we therefore continue still to speak of an end 
or goal of art, we must at once remove the perverse idea, 
which in the question , 11 What is the end? rr will still make it 
include the supplemental query, "What is the use?" The 
perverseness consists in this that the work of art would then 
have to be regarded as related to something else, which is 


1 UnbifftngtntH* i'.r., the naive on! took of on] Enury life. 

3 Professor liasanquet merely Iranslalcs art net an A are tR italic as 
in the icei, which of comic, except that be add* a Comma after art, ii a 
literal 1 ran?lation. Pal the sen**, as I nadmtUHl it, is that lh.C Writer 
says It in not In ihe sense that IheSe two contradictories dr> not rrfcl at 
4.7(i.r. t as relative reality}, bul father in the sens* that in fAt?c Se *hitaI 
tknu^ht which ranspa their essence ihey are not only present hut prcseni 
as reconciled 1 actors of one iruth. Professor BotaitQlut’t translation 
appears to me to amount t» thisi that all Hegel mainfaEtti ts (hat the 
he ffltiM u not that such caiUndiclary clement, are tW tunn¬ 
elled but m the sense that they are reconciled, Per haw this is hfs view 
lint if w. 1 fad to see the importance u f the antithesis which 
in me between gar nuhi n*J anil in Viri&kmmg ti*& IWI few 
Hi CI P™*ly f' d that «jch contradictory sides were reconciled in 
phdosoE by, so 1 do not see why he tflOuld » emphufcatly rej.eal him- 

:ell. The cuiimia, ofccmiie, may bea mUfkint- 
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presented us as what is essential and ought to be. A work 
of art would in that case be merely a useful instrument in 
the realization of an end which possessed real and independ¬ 
ent importance outside the realm of art. As opposed to this 
we must maintain that it is art’s function to reveal truth 
under the mode of art's sensuous or material configuration, 
to display the reconciled antithesis previously described, and 
by this means to prove that it possesses its final aim in itself, 
in this representation in short and self-revelation. For other 
ends such as instruction, purification, improvement, procur¬ 
ing of wealth, struggle after fame and honour have nothing 
whatever to do with this work of art as such, still less do 
they determine the fundamental idea * of it. 

It is then from this point of view, into which the reflective 
consideration of our subject-matter finally issues, that we 
have to grasp the fundamental idea of art in terms of its 
ideal or inward necessity*, as it is also from this point of view 
that historically regarded the true appreciation and acquaint¬ 
ance with art took its origin. For that antithesis, to which 
we have drawn attention, did not merely assert its presence 
within the general thought of educated men, but equally in 
philosophy as such. It was only after philosophy was in a 
position to overcome this opposition absolutely that it 
grasped the fundamental notion of its own content, and, to 
the extent it did so, the idea of Nature and of art. 

For this reason, as this point of view implies the re¬ 
awakening of philosophy in the widest connotation of the 
term, so also it is the re awakening of the science of art. 
We may go further and affirm that aesthetic as a science is 
in a real sense primarily indebted to this re-awakening for 
its true origination, and art for its higher estimation. 


IV 

From this point of transition, I will briefly summarize the 
historical subject-matter that I have in my mind’s eye, partly 
on account of the historical importance itself, and in part 
because thereby the points of view are more clearly indicated 

«■ wn * Btariff. Notion, o» concrete Idea of it. 
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to which importance 3 s attached* and upon the basis 01 
which we propose to continue the superstructure. In its 
most general definition that basis consists in this, that the 
beauty of art has become recognized as one of the means 
which resolve and bring back to unity that antithesis and 
contradiction between the mind and Nature as they repose 
in abstract alienation from each other in themselves, whether 
this latter is regarded as external phenomena or the inward 
world of individual feeling and emotion . 5 

i t it was the philosophy of Kant which, in the first in- 
stances not merely experienced the want of such a point of 
union, but secured definite knowledge of it and brought it 
clearly before the mind. Speaking generally, Kant accepted 
as his basis for intelligence no less chon for the will the 
rationality which relates itself to itself or freedom, the st-lf- 
cemsciousness that discovers and knows itself essentially as 
infinite* This knowledge of the absoluteness of reason in 
its essential substance, which has proved in mote modern 
times the turning-point of philosophy, this absolute point of 
departure deserves recognition, and does not admit of re 
futatbn, even Chough in other respects the Kantian philo¬ 
sophy is inadequate... But at the same time it was Kant who 
through falling back upon (he fixed opposition between 
subjective thought and objective things, between abstract 
universality and the sensuous individuality of the will, in a 
pre-eminent degree strained to the exitciiicsc limit the very 
antithesis of motality we have previously adverted to, inas* 
much as over and above this he emphasized the practical 
operation of mind to the disadvantage of the contemplative, 
Jn virtue of this fixity of the antithesis as cognized by the 
faculty of the understanding he had no other alternative 
than to express the unity exclusively in the form of subjective 
ideas for which no adequate reality could be demonstrated 
as correspondent; or, on its practical side, as postulates, 
which it was no doubt possible to deduce front the practical 
reason, but whose essential being was not within the cogob 
tion of thought, and the practical fulfilment of which re¬ 
mained throughout a mere “ought” deferred to infinity* 
And for this reason* though Kant did actually bring the 
reconciled opposition within the compass of" intelligible 

Of thu world in Lin (tppiiiiJyji |o icaton. « m 
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ideas, he was neither able to develop its essential truth 
scientifically, nor to assert the same as actual and exclusive 
reality. Unquestionably Kant did press beyond this point, 
in the sense, that is to say, that he discovered the unity de¬ 
manded in what he called the intuitive understanding; but 
in this respect too he is held up by the opposition of sub¬ 
jectivity and objectivity, so that, while he no doubt offers 
us a resolution in an abstract sense of the antithesis between 
conception and reality, universality and particularity, under¬ 
standing and sense-perception, and suggests the Idea, yet he 
once more conceives this resolution and reconciliation itself 
in a wholly subjective sense, not as being true and real both 
essentially and on its own independent account. In this 
respect the Critique of the power of the judgment, in which 
he investigates the aesthetic and teleological power of the 
judgment is both instructive and remarkable. The beautiful 
objects of Nature and art, the products of Nature with their 
adaptations to ends, by means of which he approaches more 
closely the notion of the organic and the living, he considers 
wholly from the point of view of the reflection which judges 
them subjectively. And indeed Kant himself generally de¬ 
fines the power of judgment as “the capacity to think the 
particular as comprised under the universal," and calls the 
power of judgment reflective “ when it has only the particular 
submitted to it, and has to discover the universal under 
which it is subsumed.’” To this end it requires a law, a prin¬ 
ciple, which it has to contribute to itself; and Kant affirms 
teleology to be this law. With regard to the conception of 
freedom which belongs to the practical reason the achieve¬ 
ment of end or purpose gets no further than a mere 
“oughtand in the teleological judgment, however, rela¬ 
tively to the living thing, Kant docs manage to regard the 
living organism in such a way that the notional concept, the 
universal, succeeds in also including the particular, and as 
end does not determine the particular and external, the 
structure of the members from outside, but as an inward 
principle, and under the mode, that the particular conforms 
to the end spontaneously. Yet with such a judgment once 
more it is assumed that the objective nature of the thing is 
not known, but that it is only a inode of subjective reflec* 
tios whicl\*» thereby expressed. In a similar way Kant so 
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conceives the aesthetic judgment that it neither proceeds from 
the understanding, as such, in other words as the faculty of 
ideas, nor yet from the sensuous perception as such, and its 
varied manifold, but from the free play of the understanding 
and the imagination. In this common agreement of the 
faculties of knowledge the object finds its relation to the 
individual consciousness, and its feeling of pleasure and 
contentment 

(<r) Now this general feeling of contentment is, in the 
first place, without any interest, that is to say, it is devoid of 
relation to our appetitive faculty. If we have an interest of 
curiosity, shall we say, or a sensuous interest excited for a 
physical want, a desire for possession and use, then the ob¬ 
jects are not important for their own sake, but in virtue of 
our need of them. In a case such as this what exists 
merely possesses a value in relation to such a need, and the 
relation is of the kind, that the object is on the one side and 
on the other is an attribute distinct from the object to which 
we relate it none the less. As an illustration if I consume 
the object in order to nourish myself therewith, this interest 
rests exclusively in me, and remains alien to the object. 
Now, in Kant’s view, our position relatively to the beautiful 
is not of this description. The aesthetic judgment suffers 
that which is externally presented to subsist in free independ¬ 
ence, proceeding as it does from the desire to permit the 
object to persist on its own account and to retain its end 
unimpaired within itself. 'Htis is, as we have already ob¬ 
served, an important observation. 

(h) In the second place, Kant maintains that the beautiful 
is definable as that which without a conception, i.t., without 
a category of the understanding, is placed before us as the 
object of a universal satisfaction. To estimate the beautiful 
an educated mind is indispensable. The man in the 
street 1 has no judgment about the beautiful; this judg¬ 
ment, in fact, claims universal validity. The universal is no 
doubt in the first instance simply, as such , an abstraction, 
one which, however, is in its essential and on its independ¬ 
ent account, true; and consequently carries essentially the 

1 D*r Mtruck mil tr pkt unJ itckt. The man in ordinary conditions 
—the ax.trart man, however, rather than the natural man. which carries 
slightly different asaodationv. % , 
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property and demand to pass also as universally valid. In 
this sense, too, the beautiful ought to be universally recog¬ 
nized, although the mere concepts of the understanding are 
compatible with no judgment thereupon. The good—the 
right which enters into particular actions, for example—is 
subsumed under universal concepts, and the action is ac¬ 
cepted as good, if it is conformable to such concepts. The 
beautiful, on the contrary, ought, according to this view, to 
arouse a universal satisfaction without any such mediation 
of concept This simply means that in the contemplation 
of the beautiful we are not conscious of the notional concept 
or any subsumption under it, and do not permit the inde¬ 
pendent passage of the separation between the particular 
object and the universal concept, which is present in all 
other cases of the judgment. 

(r) Thirdly, in this view of Kant, the beautiful ought to 
have the Ultolo&tial form to the extent that the teleological 
relation is apprehended in the object without the idea of an 
end. This is substantially a mere repetition of the view 
just discussed. Any natural product— take, for instance, a 
plant or an animal—is organized os adapted to an end, and 
is so immediately to us in this its teleological purpose, that 
we have no conception of the end on its owm account as 
separate and distinct from the actual presence of the object. 
It is in this way that the beautiful also is presented us teleo¬ 
logically. In finite teleology end and means remain external 
to each other; the end stands in no essential inner relation 
to the material means of its execution.* In this case the idea 
of the end as recognized in apartness J is distinguishable from 
the object in which the end appears as realized. The beau¬ 
tiful, on the contrary, exists as teleological in the essential 
sense, without means and end appearing as disparate in 
aspects distinct from each other. For example, the purpose 
of the members of the organism is the principle of life 
which exists in the members as actual therein. In their 

' The difference between a material instrument, which is a mere 
means to an end conceived by the craftsman, such as a plough for 
ploughing, a rake (or taking, and a purpose inseparable from the 
organic whole as a mouth (or eating, for without life the organism 
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sepiratiun 5 the parts cease to b#* members of a whole. For 
in the living thing the end and material medium of the 
end are so immediately united, that the existing being only 
exists in so far as the end remains indwelling. Tt^ beauti¬ 
ful, as thus regarded and in Kant's view,, does not tarry Its 
ideological purpose as an external form attached to it: but 
the teleological correspondence of the inner and outer is to 
he regarded as the immanent nature of the beautiful object. 

{4/) Fourthly and finally the view of Kant posits the beau¬ 
tiful under the mode that it is recognized without a univer¬ 
sal concept as object of a necessary fueling of satisfaction. 
Necessity is an abstract category', and indicates an ideal and 
essential relation between two aspects or sides: if the one is, 
and l>ecau5e the one is, then, and for that reason, the other 
is also. The one likewise includes the other within its 
determinate nature. Cause is meaningless without effect. 
The pleasure which we obtain from beauty is necessary in 
this sense, and it is so* wholly without a relation to con¬ 
ceptions, that k to say the categories qf the understanding. 
Thus, no doubt, we derive pleasure From what is sym¬ 
metrical, for this is constructed in accord with an idea of 
the understanding. Kant, however, demands more as a de¬ 
finition of delight in art than the unity and uniformity' of 
such an idea as this. 

Now what we find in all these theses of Kant is the non- 
several:on of that which otherwise is assumed to be distinct 
in consciousness, In the beautiful this separation is found 
to be abolished- The universal and particular, purpose 
and means, idea and object completely interpenetrate each 

5 In his history of Aesthetic in Germany disputes this. Ie 

seems to some extent a question of dduutwru In Hegel s view a dead 
In-, iy l- noL a human G*ly in the tail tense, bat ilie £■»•/:/ of a Mb A 
hauil s.ejuinled Iran the body, whether wc cult it a kind or not, is 
no longer, whatever it may be, a. living inecnber.it* essential significance 
a-t a liud has disappeared- It was only a hand in its coherence At part 
of a larger whole. It may stilt for a time preserve the semblance 0? its 
life, but il is cut off os the withered Ecal, These are facts at least that 
are undeniable, and the objection appears to me based on a fnistauJer- 
mantling. A hand U only an unsi pir sun human when it is | 4 it of a 
living man. Wl»t Li the organic reality in the _ complete urttie Is the 
man as a whale. The hand is merely the extremity Of one of bis arras. 
You may call a deal hand a hand It you tike. The point is w-hal was 
implied in the fact that you oiled il a hand ai all whether (live or dtjd, 
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other. Thus, too, Kant sees the beauty of art as a con¬ 
currence, in which the particular itself is conformable to the 
conception. Particulars, taken alone, are primarily, both as 
against each other and the universal, of a contingent nature; 
and this very contingent element, whether we find it in sense, 
feeling, susceptibility, or impulse, is now in the beauty of 
art not merely subsumed under the categories of the under¬ 
standing, and dominated by the notion of freedom in its 
abstract universality, but united to the universal in such a 
way that it appears inwardly and on its own merits as 
rcalired fact adequate thereto. By this means thought is 
incorporated in fine art, and the material is not externally 
defined by such thought, but continues to exist in its own 
freedom. In other words, what is natural—the senses, emo¬ 
tional temperament, and so forth—possess in themselves 
measure, end, and agreement Perception and feeling, too, 
in the same way are raised to a power of spiritual uni¬ 
versality; and thought no less not merely renounces its 
hostility to Nature, but is made blithe therein. Feeling, plea¬ 
sure, and enjoyment are thereby justified and sanctified, and 
thus it is that Nature and freedom, sense and idea in one 

P resence discover their just place and their satisfaction. 

et even this apparently complete reconciliation is ultimately 
still assumed to be* merely subjective in respect to our 
judgment no less than our productive activity, and not to 
be essentially and on its own account either the true or 
real. 

These may, I think, be taken to be the main results of 
the Critique of Kant so far as they affect our present inquiry. 
It constitutes the starting-point for the true conception of 
the beauty of art. Such a conception could, however, only 
make itself effective as the higher comprehension of the true 
union of necessity and freedom, particular and universal, 
sensuous and rational, by its overcoming the defects still 
latent in the previous standpoint 

It must in fact be admitted that the artistic sense of a 
profound and, at the same time, philosophical spirit anti¬ 
cipated philosophy in the stricter sense by its demand for and 
expression of the principle of totality and reconciliation in 
its opposition to that abstract finiteness of thought, that 
• .# 1 That is, by Kant, of course. 
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duty for duty’s sake, that understanding faculty devoid of 
any substantive content, which one and all apprehend nature 
and reality, sense and feeling, merely as a limit, something 
downright alien or hostile. It is Schiller who*must be 
credited with the important service of having broken through 
the Kantian subjectivity and abstractness of thought, and of 
having ventured the attempt to pass beyond the same by 
comprehending in thought the principles of unity and recon¬ 
ciliation as the truth, and giving artistic realization to that 
truth. For Schiller, in his aesthetic investigations, did not 
merely adhere to art and its interest unaffected by their 
relation to philosophy proper, but he compared his own 
interest in the beauty of art in their due relation to philo¬ 
sophical principles; and it is only from the starting-point of 
these latter and by their aid that he penetrated the pro- 
founder nature and notional concept of Beauty, litas we 
arc conscious that it was a feature of a certain period of his 
productive activity that he was actively engaged with re¬ 
flective thought, more perhaps than was wholly favourable 
to the simple and direct beauty of his work as an art 
product. The deliberate character of abstract reflections, 
and even the interest of the philosophical notion, arrest the 
attention in several of his poems. He has, in fact, been made 
the subject of stricture on this account; and especially his 
work has been blamed and depreciated in its contrast with 
the equable serenity and straightforward simplicity of 
Goethe's ideas and more objective naturalism. But in this 
respect Schiller as poet did but pay the debt of his century. 
A real ideal evolution 1 was responsible, the recognition of 
which only redounds to the honour of this sublime soul and 
profound genius, as it lias been no less of signal profit to 
science and knowledge. This stimulating movement of 
science during the same epoch also diverted Goethe from 
the sphere, most distinctively his own, as poet. But just 
as Schiller was absorbed in the study of the ideal depths of 
the mind, so the characteristic predilection of Goethe in¬ 
clined to the physual aspect of art, to external nature, such 

1 By VtrwitUmmr I undo »und the general evolution ol ideal philo¬ 
sophy which the defectv of the Kantian Critique stimulated. Professor 
Bonnquet apparently limits it to a perplexity personal to Schiller. 1 
doubt whether the word will bear this. « . g 
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a? animal and vegetable organization, crystals, cloud-form 3' 
lion and colours. To such scientific inquiry Goethe applied 
his extraordinary powers of intuition, which in these pro¬ 
vinces have driven off the field the theories of the mere 
understanding and their errors, just ns Schiller* on the other 
side, succeeded in demons (rating the Idea of the free 
totality of Beauty as against the theory of the analytical 
understanding relative to volition, and thinking. An entire 
series of Schiller's production? is devoted to this insight 
into the nature of art. Above all in importance come the 
** Letters upon aesthetic education.” In these letters the 
main point of departure is that every individual man con¬ 
tains within himself the natural capacity of an ideal humanity. 
This genuine human being is represented by the State, 
which, in his view* is the objective, universal* and, in short* 
normal form* in which the separate individuals or subjects 
of such human consciousness aim at making all coalesce 
and concentrate in unity. There were then, in his view, 
two imaginable ways in which man in the temporal process 
could thus coalesce with the human being in the notional 
Idea. 1 On the one hand this could be effected in the sup¬ 
pression of individuality by the State under its generic idea 
of morality* Law, and intelligence ; t while, on the other, a 
similar result could be effected hy the individual himself 
raising himself to the level of such a generic conception, in 
Other words, by the man of the particular temporal condition 
ennobling himself to the level of the essentia] man of the 
Idea. Now, in this view, reason demands unity as such, the 
generic attribution]; Nature* however, asks for variety and 
individuality, and both these legislatures make a simul¬ 
taneous claim upon man. Confronted with the conflict of 
these antagonistic rivals, aesthetic education simply consists 
in giving actual effect to the demand for their mediation and 
reconcilement, The aim of such an education is, according 
10 Schiller* to give vital form to inclination, the senses, 
impulse and emotional life in such a way that they become 
essentially permeated with mind; and, from the reverse 
point of view, that reason, freed cun, and spirituality come 

1 Thai Is, the concrete Idea (if tnawlty as a cotteMtve 

1 That is, inlelligi-nre :i*s ii'crtd hy .1 wcirly oNiurii&ti beings as 
puMk- opinl*:. etc. 
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forth from the grave-cSothes of their ahstractednfcJSj arc 
mated in union with the natural clement thus essentially 
rationalised, and thus receive the substance of flesh and 
blood. Beauty is therefore affirmed to be the conforms tire 
unification 1 of the rational and the sensuous, and this union 
is pronounced the truly real. 

This view of Schiller will in its general terms be all the 
more readily recognised in A< A mouth und Wurde/' 1 as also 
in his poems for the reason that the praise of women is in 
such works more particularly the theme. It was preemin¬ 
ently in their character that he recognized and emphasized 
the spontaneously present conjunction of the spiritual and 
natural. 

This unity of the universal and particular, of freedom and 
necessity, of spirituality and the natural element* which 
Schiller conceived with scientific thoroughness os the prin¬ 
ciple and essence of art. and endeavoured lndefaligabty to 
call into actual life by means of art and aesthetic education, 
has received yet further recognition in the Idea itstff, cog¬ 
nized as the supreme principle of knowledge and of exist¬ 
ence, the Idea in this sense being apprehended as sole 
truth and reality, by means of this acknowledgment science* 
in the philosophy of Schelling, attained its absolute stand¬ 
point j and although art had already begun to assert its 
peculiar rights and dignity in their relation to the highest 
interests of man, it was only now that the tiotwn itself and 
the scientific position of art were discovered. It was then 
that art was—even if, from a certain point of view', with a 
measure of perversity, which this is not the proper place to 
discuss—accepted with due reference to its exalted and true 
vocation. Even before this lime and independently Winckel- 
maim had been inspired by his observation of the ideals of 
the ancients in a way which prompted the creation of a new 
sense of artistic contemplation, the disengagement of it from 
the association of vulgar aims and mere imitation of Nature, 
and exercised a mighty influence in the discovery of the 
idea of art in works of art and in Its history. Winckelmann 
ought, in fact, to be regarded as belonging to the type of 
men who have been able in the field of art to supply the 
mind with a new organ and wholly new' methods of obsem- 
* fflt 1 “Grace and Oifaily." ^ 
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don. His views have, however, exercised less influence on 
the theory arid the scientific knowledge of an. 

To summarize these historical antecedents further yet 
more briefly* in association with the renaissance of Our 
modern philosophy, A. VV. and Friedrich von Schlegel, im- 
pci led by their zest for novelty and all that was either dis¬ 
tinctive or arresting, assimilated just so much of the philo¬ 
sophical ideas as was compatible with minds essentially 
critical, though by no means really philosophical in any 
strict sense of the term. Neither of these writers in fact 
can ebum the reputation of being speculative thinkers. 
They did, however, in virtue of their critical sagacity, at 
least approach the standpoint of the Idea; and with the aid 
of remarkable boldness of speech and audacity of innova¬ 
tion—to which, however, but very few ingredients of genuine 
philosophy contributed-'-d heeled a brilliant polemic against 
views hitherto received, and by this means unquestionably 
introduced a novel standard of criticism and new ways of 
looking at things which were of superior value to those they 
attacked. For the reason, however, that their criticism was 
not accompanied with a knowledge of the nature of such a 
standard based on philosophical principles, a lack of defini¬ 
tion and continuity was inseparable from this standard; and 
they at one time attempted too much and again at another 
too little. Despite* therefore, of the fact that it may be 
reckoned to thc-ir credit that they have once more drawn 
attention to and emphasised with genuine enthusiasm much 
hitherto regarded as obsolete and too little appreciated by 
their times, the works of the older Italian masters, for 
example* and certain Flemish paintings* as also the <L Nlebel- 
ungen Lied'’ among other things; despite the fact tint 
they even endeavoured with aeal to acquire knowledge of 
matter hardy known at all* such as the poetry and myth¬ 
ology of India* nevertheless they not only attached too high 
an importance to the works of such a period, but alsothem- 
setves committed the mistake of admiring works of very 
average merit, such as the comedies of Holbcrg, or of at¬ 
taching an absolute value to what possessed a purely relative 
worth, or even of boldly proving themselves the enthusiasts 
of a perverse tendency and a subordinate standpoint as 
litough one of first-rate importance- 
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From this tendency, and particularly from the opinions ‘ 
and doctrines of Friedrich von Schlegel, issued in all its 
manifold forms the so-called Irony. The idea had its pro¬ 
founder root, as to one of its aspects, in the philosophy of 
Fichte, in so far as the principles of that philosophy were 
applied to art Friedrich von Schlegel, as also Schelling, 
made the standpoint of Fichte their point of departure. 
Schelling passed wholly beyond it; Fried, von Schlegel 
elaborated it in his own peculiar fashion, and then flung 
himself free of it With reference to the more intimate con¬ 
nection of the doctrines of Fichte with one tendency of this 
irony, it is only necessary to emphasize the following point 
in our present context, namely this, that Fichte posits the 
Ego as the absolute principle of all knowledge, reason, and 
cognition, and in fact posits it as the Ego which persists 
throughout in its abstraction of pure form. For this reason 
this Ego is, in the second place, wholly and essentially 
simple, and, on the one hand, it is the negation of every 
particularity, attribute—in short, every content—for every 
positive subject-matter* is overwhelmed in this abstract 
freedom and unity. On the other hand, every content, 
which is to pass muster for the Ego, is posited and recog¬ 
nized as exclusively so in virtue of the activity of the Ego. 
Whatever is, is only in virtue of the Ego; whatever is 
through me (that is, my Ego) I am in turn able to annihil¬ 
ate. 

Now if we abide in these entirely vacant forms, which 
originate in the absoluteness of the abstract Ego, nothing 
can then be regarded as of value in itself, that is, essentially 
and on its own account. 1 It is exclusively produced by the 
subjectivity of the Ego. But this being so, it follows that 
the Ego remains lord and master over everything. In no 
sphere of morals or law, of all that is human or divine, pro¬ 
fane or sacred, is there anything at all which would not in 
the first instance have to be posited by the Ego, and which 

1 Gainnunfm. “ Sentimental views” is probably what is implied. 

* AlU Scukt. 

* Professor Boaanquct is ckarly right in his view that tbe order of 
the word 4 here should be reversed. Hie words an unJ fur lith are 
obviously tbe wider explication of in ii(h jtibit, the auxiliary as not 
uofrequcntly in llcgel, being almost equivalent to namiuk. Whether 
s misprint or an oversight I have translated subject to this Arrection^ 
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consequently could not equally be nullified by the same 
agency. This is nothing less than making all that exists on 
its own actual and independent warranty' a mere semblance, 
not tru^and a part of reality on account of itself and by its 
own instrumentality, but a mere show in virtue of the Ego, 
within whose power and caprice it remains at the free disposi¬ 
tion of such. To suffer its presence and to destroy it stands 
purely in the favour of the Ego, which has attained the 
absolute standpoint as essentially the Ego, that and nothing 
more than that. 

Thirdly, the Ego is a living , active individual, and its life 
consists in bringing home its individuality to itself no less 
than to others, in giving expression to itself and revealing 
itself among phenomena. 1 For every man during his life 
endeavours to realize himself and does realize himself. In 
relation to the beautiful and art this means that he lives 
the life of an artist, and shapes his life artistically . But, 
according to the principle now discussed, I live as artist 
when all my action and expression whatever, in so far as it 
has to do with a content, is for myself on the plane of mere 
semblance , and assumes a formal content which is wholly at 
my disposal. So I am not truly serious either about this con¬ 
tent or, speaking generally, about its expression and realiza¬ 
tion. Genuine seriousness only issues from a substantive in¬ 
terest, a subject-matter which itself possesses a rich content, 
such as truth, morality, and so on—in other words, from a 
content which as it stands I regard os essential, so that I only 
become essential on my own account, in so far as I have ab¬ 
sorbed myself in such a content, and have come to conform 
myself to it in tire entire range of my thought and action. 
At the standpoint at which the artist is the Ego, which both 
posits and resolves everything through its own essential fiat, 1 
for which no content of consciousness appears as absolute 
and essentially independent, but only as itself a semblance 
created and destroyable, such seriousness can find no place, 

1 I presume the revelation is not merely that of visible dupe or cvrn 
mainly. 

* Das a/ler atts nth settende und m/tesende Ith . The three pointi 
emphasized by Hegel in Fichte’s 41 Philosophy ” are: (a) The Ego 
is abstract; (k) Everything i* a shne for it; (0 Its own act: arc a 
.#*htancc« 
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nothing here receiving a right to be save the formalism of 
the Ego, 

Kg doubt for others ray self-reveal ment, in which I appear 
to ibcm, may be taken seriously, inasmuch as they interpret 
me as though in reality I was in earnest about the business; 
but therein they are deluded, poor, t WW creatures;, without 
the faculty or the pow^-r to comprehend and attain to the 
height of my argument, And by this it is brought home to 
me that ty&yane is not so free (e^., that is formally free) 
as to see in all which is usually of value, dignity and sanctity 
to mankind, merely a product of each man's own possibilities 
of inclination, which is operative in permitting him to deter¬ 
mine and make rich the course of his lift:, or the reverse* It 
is thus that this virtuosity of your ironical artist's life comes 
to Ik: credited as some god-likc genialify y for which ever)' 
conceivable thing es a purely spectral creature, to which the 
free creator, knowing himself to be absolutely unattached, 
docs not yoke himself, for he can ever annihilate the same no 
less than create it. Whoever has reached such a standpoint 
of god-like geniality consequently looks down in his superior 
fashion on all other mortals. They are ruled out as narrow 
and dull, in so far, that is, as taw, morals, and the rest retain 
for them a validity that is assured, obligatory, and essential 
And the individual who thus lives this artist life, which he 
does no doubt associate with others, whether friends or 
mistresses or I know not what, yet as man of genius sets no 
real stock on such relations as they stand to his individual 
personality and particular actions, AH these are as nothing 
in their contrast to the universal which is his in its own and 
independent warranty, namely that genius which faces all 
such with irony. This is the universal import of the genial 
god-like irony as this concentration of the Ego in itself, for 
which all bands are broken, and which can only live in the 
bliss of self enjoyment* This irony was the discovery of Herr 
Fried, von Schlegd, and many have chattered about it after 
him, or it may be are giving us a fresh sample of such chatter. 

The proximate form of this negativity which lias been 
called irony is, then, on the one hand, the illusory nature 1 of 

1 Hegel Lis« ihe word Eittlkrit and t#k In their double sense of 
empty *nptfclngii«>—futility anti rain ur conceited* This cannot \ K 
readily repiodpce'd I!) Englmti, % ^ 
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all that Is matter of factor moral, or of substantive content, 
the nothingness of all that is objective and of essential and 
independent worthu So long as the Ego adheres to such a 
standpoint as this, everything appears to be null and void, 
the personal subjectivity abne i-scepted, which thereby be¬ 
comes hollow and empty, and nothing but conceit itself. 
Conversely, however, from the opposite point of view, the 
Ego may also fail to find satisfaction in this self-delight; it 
may prove an insufficient supply to its craving, so that it 
now feds a thirst for what is secure and substantive, definite 
and essential interests. From a situation such as this there 
artses unhappiness and the contradiction, that whereas, on 
the one hand, the individual seeks to penetrate into truth 
and longs after objectivity, yet on the other he is unable to 
divest himself of this isolation and self seclusion, is unable 
to overcome this unsatisfied and abstract soul-inwardness, 
and consequently Is seized with a fit of sentimental yearn¬ 
ing, which we have also marked as one of the emanations 
of the philosophy of Fichte, The discontent of this quies¬ 
cence and impotence, which is unable either to act or set Its 
hands to anything, lest it have to surrender the harmony 
within, and which remains unreal and empty, even though 
it may be essentially undecked, despite all its craving for 
reality and the absolute — is the source of morbid saintliness 1 
and yearning. A soul that is fair or saintly in a true sense 
acts and is a reality. But all that yearning and heart 
burning is merely the feeling of the nothingness of the 
empty and vain personage, who has it, and yet has not the 
power to cast himself adrift of this empty void, and fill 
himself with that which is solid and substantive. In so far, 
however, as the irony is made an art type it did not restrict 
itself in giving artistic shape to the life and particular in¬ 
dividuality of the man who appropriated the irony. Over 
and beyond the artistic content of his own actions, etc., the 
artist had also to produce objective works of art as the 
creations of his imagination. The principle of such produc¬ 
tions, which mainly are confined to the domain of poetry, 
is once more the display of the godlike as Irony. The 
ironical here, however, as genial individuality, consists in 

' SfhfuwIicbtiK Bmrrmvre! tin doubt from Goethe's notion of a ‘"fair 
Aiil," * 
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the self-annihilation of what is noble, great, and excellent. 
Consequently the independent figures of art will also have 
to illustrate the principle of absolute subjectivity, and to do 
so by exhibiting all that is of human worth and dignity as u 
mere naught in this process of self-annihilation. This implies 
not merely that we are not to take seriously justice, morality 
and truth, but that there is really nothing in what is highest 
and best. In short it amounts to this, that irony contradicts 
and annihilates itself as manifested in individuals, characters 
and actions, and consequently is an irony which overreaches 
itself.' This mode or art-type, abstractly considered, ap¬ 
proaches closely to the principle of comedy. At the same 
time we ought fundamentally to distinguish the comic from 
the ironical as thus associated. For the comic must be 
limited to the making null what is essentially itself of no 
worth, that is to say, a false and contradictory appearance, a 
whim, for instance, a piece of egotism, a particular caprice, 
os set over against a mighty passion; or even some prin¬ 
ciple, assumed to be efficacious, or rigid maxims may be 
thus exposed in their nullity. But it is wholly a different 
matter, when what is in fact moral and true, generally 
something with really substantive core, is asserted in an 
individual and through the same as essentially of no 
account. Such an individual is then nugatory and despic¬ 
able in his character, and the weakness and absence of 
character arc thus introduced into the representation. In 
this distinction, therefore, between the ironical and the comic 
the point of real importance is what is the nature of the 
content which is destroyed. They are in the case of irony 
evil, good for nothing subjects, persons unable to hold 
staunchly to their fixed and important purposes, only too 
ready to give it up and to permit its destruction within 
them. Your “ Irony " loves this irony of the characterless. 
For true character implies on the one hand an essential 
substance in its purpose, and on the other adherence to 
such a purpose, so that individuality would be rifled of its 
veritable existence, if it was compelled to let it drop and 
give it up. This doggedness and stability constitutes the 
keynote of character. Cato can only live as Roman and 

' Like the “ vaulting ambitinn " of Shakwpcarc which falls on the 
other tide, U »#rr tuk it.'bit. % ^ 
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republican. Now if irony is made the keynote of the repre¬ 
sentation, we have the extreme antithesis to art accepted as 
the true principle of the work of art For what we have here 
is in part insipid figures, in part figures that have neither 
content nor defined position.’ Seeing that what is of sub¬ 
stance in them is proved to be an illusion. And, last of all, 
wc have into the bargain those yearning floods and un¬ 
resolved contradictions of the souL Compositions of this 
kind are not likely to arouse real interest And for this very 
reason it is precisely from the advocates of this Irony that 
we have the continuous round of lament over the public’s 
want of critical sense, artistic insight and genius, which of 
course cannot appreciate the lofty ways of such an Irony; 
in other words what the public does not like is this very 
mediocrity, which is the half of it mere trifling, 1 and the 
other half without distinctive character. And it is right that 
these spectre-like, moon shine gazing natures are no favour¬ 
ites; it is a comfort to think that this insincerity and hypo¬ 
crisy is not in fashion, and that what men, on the contrary, 
demand imperatively are full and veritable interests, and no 
less so characters which remain true to the weighty sub¬ 
stance at their core. We may add as a matter of historical 
interest that it was Solger and Ludwig Tieck who above all 
accepted irony as the highest principle of art. 

This is not the place to speak of Solger at the length he 
really merits; and I must content myself with a few general 
remarks. Solger was not, as the others were, satisfied with a 
superficial philosophical culture. A truly speculative impulse 
of his innermost nature made him probe the very depths of 
the philosophical idea. And in doing so he came upon the 
dialectical phase of the Idea, that transition point which I 
call the infinite absolute negativity, the activity of the idea 
in its negation of itself as infinite and universal, in order to 
pass into finiteness and particularity, and with no less truth 
once more in order to annul this negation, and in so doing 

1 /ialtung. Professor Botanquet translate* this “conduct. I rather 
think it refer* to “ bearing, demeanour." They are, as we say, feature- 
less, flaccid figures." 

* lAf-fixht. I am not quite sure what is exactly meant. Professor 
lioannuet translates it “grotesque." But the word t> a provincial form 
+S<k!affi » ip parent!)’—loose, flaccid and ao childish, trifling. 
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to establish again the universal and infinite within the finite 
and particular. Solder did not get beyond this negativity: 
and unquestionably it is a phase 1 in the speculative idea: 
but nevertheless, as exclusively conceived in this dialectic 
unrest and dissolution of the infinite no less than the finite, 
it is only such a phase contributory, and not, as Solgur 
imagined, the Entire Idea* Unfortunately Solger's life was 
too early broken off to permit him to grasp the concrete 
evolvemcnt or the philosophical Idea in all it implies. And 
so lie never got beyond this aspect of negativity, which 
possesses an affinity with the dissolution by irony of all that 
is determinate no less than essentially substantive, a nega¬ 
tive movement which he identified with the principle of 
artistic activity. Yet in the actual conditions of his life, and 
with due reference to the stability, seriousness, and sterling 
qualities of his character, he was neither himself an ironic 
artist in the sense we have previously described, nor was his 
really profound instinct for true works of art, a sense w hich 
a long course of study of art had developed greatlv, cither 
of such an ironical character. So much we will venture in 
the vindication of Solget, whose life* philosophy, and actual 
contributions to art merit being wholly kept separate from 
the apostles of irony previously named 
With regard to Ludwig Tieck, his culture, too, dates from 
that period in which Jena was the literary centre. Tieclt and 
others who belonged to these superior people are on exceh 
lent terms with such modes of expression* without luring 
able to tell us much what they mean. Thus Tieck always 
insists on the importance of Irony. But when it comes to 
delivering judgment on great works of art, though bis 
recognition and description of their greatness is no doubt 
beyond reproach, yet if one imagines that in any particular 
example—let us say H Romeo and Juliet ”—we have the 
opportunity put for an explanation of'that in which here the 
irony consists, wc are w ide of the mark. We hear notbinc 
more whatever about Irony, ^ 


■ Moment. A phase m an evolmloiuiy, o,, ** it b W. a diakcTiuJ 
proerui. A mcHiicnlsry feature of it. 
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i. After the above introductory observations we may now 
pass on to the consideration of onr subject itself. We are., 
however, still within the introduction; and being so I do 
not propose to attempt anything more than indicate by way 
of sketch the main outlines of the general course of the 
scientific inquiry which is to follow it. Inasmuch, however, 
as we have referred to art as issuing from the absolute Idea 
itself, and, indeed, have assigned as its end the sensuous 
presentation of the Absolute itself it will he incumbent on 
us to conduct this survey of the entire field in such a way, 
as at least to disclose generally, how the particular parts 
originate in the notional concept of the beauty of art- We 
must therefore attempt to awaken some idea of this notion 
in its broadest significance. 

It has already been stated that the content of art is the 
Idea, and the form of its display the configuration of the 
sensuous or plastic image. It is further the function of art 
to mediate these two aspects under the reconciled mode of 
free totality. The Jfrsf determinant implied by this is the 
demand that the content, which has to secure artistic repre¬ 
sentation, shall disclose an essential capacity for such dis¬ 
play. If this is not ho all that we possess is a defective 
combination. A content that, independently, is ill adapted 
to plastic form and external presentment is compelled to 
accept this form, or a matter that is of itself prosaic in its 
character is driven to make the best it can of a mode of 
presentation which is antagonistic to its nature. 

Tire stand requirement, which is deduciblc from the first, 
is the demand that the content of art should be nothing 
essentially abstract. This does not mean, however, that it 
should be merely concrete in the sense that the sensuous 
object is such in its contrast to all that is spiritual and the 
content of thought, regarding these as the essentially simple 
and abstract. Everything that possesses truth for Spirit, no 
less than as part of Nature, is essentially concrete, and, 

^ 1 final section U csJtfti I be Dtantai of the Subject, 
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despite ils universality, passesses both ideality 1 .ind par¬ 
ticularity essentially within it. When we state* for example, 
of God that he is simple One, the Supreme Being as such, 
we have thereby merely given utterance to a lifeles^abstrae- 
tion of the irrational understanding. Such a God, as He is 
thus not conceived in His concrete truth, can supply no 
cqritent for art, least of alt plastic art. Consequently neither 
the Jews nor the Turks have been able to represent their 
God, who is not even an abstraction of the understanding 
in the above sense, under the positive mode in which 
Christians have represented Rim. For in Christianity Gad 
is conceived in His Truth, and as such essentially concrete, 
as personality/ as the subjective focus of conscious life, or, 
more accurately defined, as Spirit. And w hat He is as Spirit 
Is made explicit tn the religious apprehension as a trinity of 
persons, which at the same time are, in their independence, 
regarded as One. Here is essentiality, universality, and par¬ 
ticularity, no less than their reconciled unity, and it is only 
a unity such as this which gives us the concrete. And inas¬ 
much as a content, in order to unveil truth at all, must be 
of this concrete character, art makes the demand for a like 
concreteness, and, fur this reason, that a purely abstract 
universal does not in itself possess the property to proceed 
to particularity add external manifestation, and to unify with 
itself therein. 

s at. That, is, the ideality of COKCI OtU.net*, or ih-rnfght. 

' throffcswr Husani|iift ( in his note un this- passage, tXJWcteea the 
opinion tlffli lltgel when he writes thus is referring ’'To the r-eif- 
tottecjouajitsa of individual httuun icings as constituting,, anti reflect in£ 
<m, an ideal unity lietwrcB them/' Ttiwno doobt, u he does 

put a tomvwhsi tmisatnnd meaning on the word "person "or " ttibjeVi." 
HO thudkt there la a U*n« in which we can ascribe personality to a Stale, 
m nation, in the concrete unity of it* life. Rut while admitting that 
Mtlity such a* llm, which is pot kphuxu hut ideal, cap "effective 
and atf ttoV" 1 dtul it diBkah to conclude thru Hegel did himself hold 
lli^t the unity of (he Divine Isdnu wa& mnfy idciiriad ■aich the unity 
or futility of concrete human life as fc Reeled upon Uy single individuals. 
How far it human life a- a whole on (his Earth a tthhy or In-luEily nl 
Jill? Thai question hu Iten discussed Ly Piofesoc Bradley and *Akciv 
with very different caOcInskiLi^ Kay, how (at does li Liman existence 
itself catLaust the acluatly present tcaiiiation. or id T-f ealijikrim uf 
amscimil Spirit « Intelligence? Whatever may the wise^l answer to 
such and orhfT questions l can haidly think that HcfH would have 
accepted Professor EofJLnqoel 1 ^ inter] ircUtion as COtnpIctel^adequ^'' 
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If f then, a sensuous form and configuration is to be corre¬ 
spondent with a true and therefore concrete content* such 
must in the third place likewise be as clearly individual, 
entire] y £On Crete and a self-enclosed unity. This character 
of concreteness, predicable of both aspects of art, the con¬ 
tent no less than the representation, h just the point in 
which both coalesce and fall in with one another. The 
natural form of the human body is, for example, such a 
sensuous concrete capable of displaying Spirit in its essential 
concreteness and of adapting itself wholly to such a present¬ 
ment. For which reason we must quit ourselves of the idea 
that it is a matter of mere accident that an actual phe¬ 
nomenon of the objective world is accepted as the mode in 
which to embody such a form coalescent wuh truth. Art 
docs not lay hold qf this form cither because it is simply 
there or because there is no other. The concrete content 
itself implies the presence of external and actual, we may 
even add the sensuous appearance, But to make this pos¬ 
sible this sensuous concrete, which is essentially impressed 
with a content that is open to mind, is also essentially 
addressed to the inward conscious life, and the external 
mode of its configuration, whereby it is visible to percep¬ 
tion and the world of idea, has for its aim the being there 
exclusively for the soul and mind off man. This is the sole 
reason that content and artistic conformation are dovetailed 
one into the other. The ftitrdy sensuous concrete, that is 
external Nature as such, does not exclusively originate in 
such an end. The variously coloured plumage of birds is 
resplendent unseen; the notes of this song are unheard. 
The Cereus, 1 which only blossoms for a night, withers away 
without any admiration from another in the wilderness qf 
the southern forests; and these forests, receptacles them¬ 
selves of the most beautiful and luxuriant vegetation, with 
the richest and most aromatic perfumes, perish and collapse 
in like manner unenjoyed. The work of art has no such 
naive and independent being. It is essentially a question, 
an address to the responding soul of man, an appeal to 
affections and intelligence. 

Although the endowment by art of sensuous shape is not 
in this respect accidental, yet on the other hand it is not the 
* m /vkkil'tijUL '■ Torch thistf-e*^ .i pTunt of the fieaui Cticus* 
t H 
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highest mode of grasping the spiritually concrete- Thought 
is a higher mode of presentment than that of the sensuous 
concrete. Though abstract in a relative sense; yet it must 
not be onc-rided, but concrete thinking, in order L# be true 
and rational The extent to which a definite content pos¬ 
sesses for its appropriate form sensuous artistic representa¬ 
tion, or essentially requires, in virtue of its nature, a higher 
and more spiritual embodiment is a question of difference 
exemplified at once if we compare the Greek gods with God 
as conceived under Christian ideas. The Greek god is not 
abstract, but individual, and is in close association with the 
natural human form. The Christian God is also, no doubt, 
a concrete personality, but under the mode of pure spiritual 
actuality, who is cognized as Spirit and in Spirit' His 
medium of determinate existence is therefore essentially 
knowledge of the mind and not external natural shapL% by 
means of which His representation can only be imperfect, 
and not in the entire depths of His idea or notional concept. 

Inasmuch, however, as it is the function of art to repre¬ 
sent thu Idea lo immediate vision in sensuous shape and 
not in the form of thought and pure spirituality in the strict 
sense, and inasmuch as the value and intrinsic worth of this 
presentment consists in the correspondence and unity of the 
two aspect, that is the Idea and its sensuous shape, the 
supreme level and excellence of art and the reality, which is 
truly consonant with its notion, will depend upon the degree 
of intimacy and union with which idea and configuration 
appear together in elaborated fusion. The higher truth 
consequently is spiritual content which has received the 
shape adequate to thu conception of its essence; and this it 
is which supplies the principle of division for the philosophy 
of art. For before the mind can attain, to the true notion 
of its absolute essence, it is constrained to traverse a scries 
of stages rooted in this very notional concept; and to this 
course of stages which it unfolds to itself", corresponds a 
caulescent scries, immediately related therewith, of the 
plastic types of art, underthe configuration whereof mind as 
art-spirit presents to itself the consciousness of itself.* 

* Or, ‘*aj mind and ia jjijfwl. 3 ’ 

1 That b to say, presenti to itself to conscious grasp of ii self as such 
Art •*! tins (d/f £t$i w C, 
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This evolution within the art-spirit has further itself lwo 
sides in virtue of its intrinsic nature, Mrs/, that is to say* 
the development is itself a spiritual and universal one; in 
other wjrds there are the definite and comprehensive views 
of the world 1 in their series of gradations which give artistic 
embodiment to the specific but widely embracing conscious¬ 
ness of Nature, man, and God. See&tuity, this ideal or umi- 
versal art'-development has to provide for itself immediate 
existence and sensuous configuration, and the definite modes 
of this art-actualimtion in the sensuous medium are them¬ 
selves a totality of necessary distinctions in the realm of art 
—that is to say, they are the particular types- of art. No 
doubt the types of artistic configuration on the one hand are, 
in respect to their spirituality, of a general character, and 
not restricted to any one material, and the sensuous exist¬ 
ence is similarly itself of varied multiplicity of medium* In¬ 
asmuch, however, as this material potentially possesses, 
precisely as the mind or spirit does, the Idea for its inward 
soul or significance, it follows that a definite sensuous in¬ 
volves with itself a closer relation and secret bond of asso¬ 
ciation with the spiritual distinctions and specific types of 
artistic embodiment,* 

Relatively to these points of view our philosophy will be 
divided into three fundamental parts. 

Pint* we have a genera* part. It has for its content and 
object the universal Idea of fine art, conceived here as the 
Ideal, together with the more elaborated relation, under 
which it is placed respectively ro Nature aud human artistic 
production. 

Stt&nd/jy we have evolved from the notional concept of 


11 The two cvatatlolij here alltided to arc (i) that of a particular way 
of regard in]; Nature man, -ii>•:! God tn a particular age and nation such 
a.n the Egyptian, Greek, and Christian viewed in eapeca-. relation Eo net; 
fii) The several art*—tculplaic, mu.ue, poetry, etc,, each on their own 
foundation and viewed relatively In the lormcr evolution. 

4 The point, uf course. is ihal the different media of the several arts 
arc inherently, and in virtue of lk fact that we haw not here mere 
matter as opposed l» that which i<- intellectual rather llan sensuous, but 
trial ter in which the notional concept is already <*4hluilr present or 
I«c|;nant {sound K for instance* more Ideal than the smtial tuaEtei nf 
orcmtcvUire), jutapidu to the particular art* tn which they r-erve as ihc 
t*tS,um otexpreutou. 
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the beauty of art a particular part, in so far as the essentia! 
distinctions, which this idea contains in itself, arc unfolded 
in a -trad tuned series of particular modes of configuration , 1 

Thirdly, there results a final part which has to cqftsider 
the particularised content of fine art itself. Jt consists in 
the advance of art to the sensuous realisation of its shapes 
and its consummation in a system of the several arts and 
their genera and species, 

3* In reaped to the first and second of these divisions it 
is important to recollect, in order to make all that follows 
intelligible, that the Idea, viewed as the beautiful in art, is 
nut the Idea in the strict sense, that is as a metaphysical 
Logic apprehends it as the Absolute. It is rather the Idea 
as earned into concrete form in the direction of express 
realization, and as having entered into immediate arid ade¬ 
quate unity with such reality. For the Idea as such, although 
it is both potentially and explicitly true, is only truth in its uni¬ 
versality and not as yet presented in objective embodiment 
Thu Idea as fine art, however, is the Idea with the more 
specific property of being essentially Individual reality, in 
other words, an individual configuration of reality whose 
express function it is to make manifest the Idea—in its ap~ 
pea ranee. This amounts to the demand that the Idea and 
its formative configuration as concrete realization must be 
brought together under a mode of complete adequacy. The 
Idea as so conceived, a reality, that is to say, moulded in 
conformity with the notional concept of the Idea, is the 
Ideal. The problem of such consonancy might, in the first 
instance, be understood in the wholly formal sense that the 
Idea might lie any idea so long as the actual shape, it 
matters not what the shape might be, represented this par- 

1 ProfoK'f Bbunquet captain! then? ** plastic forms" f Ccs/af/brigt 
format) as die various modificalions of ;k tubjcfi-iiiiitlEr of nrl (Train.. 
|i, [.40 note). 1 nm Dot quite sure of the meaning here intended. It 
would apparently idealify the term with the Gtbildt referred t« iti the 
I hint division. I should mj'seH rsthet incline to think lhat Hegel had 
mainly in bis mind the specftc general types, that is, the three rehtinm, 
of the Iden itself to lls enteiTial coutigu ml Lon, viewed at a historical 
evolution, which Hegel call* symbolic, classic il, and roDiarvlk. Fclh&pi 
ihk U what Professor hosanquei means. l!ut in that cue It does oaf 
appear to me so mush the subject'li'fSlljtrr as ihe generic fornti in the 
shaping of tbit matter, ^ 
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titular Idea and no other. 1 n that ease, however, the required 
truth of the Ideal is a fact amply interchangeable with mere 
correctness, a correctness which consists in the expression 
of an^ significance in a manner adapted to it, provided that 
its meaning is thereby directly discoverable in the form. 
The Ideal, however, is not to be thus understood. According 
to the standard or test of its own nature any content what¬ 
ever can receive adequate presentation, but it docs not neces¬ 
sarily thereby possess a claim to be the fine art of the Idtai. 
Xay, more, in comparison with ideal beauty the presentation 
will even appear defective. And in this connection we may 
once for ail observe—though actual proof is reserved to a 
later stage—that the defects of a work of art are not invari¬ 
ably to be attributed to defects of executive skill. Ikf<dive- 
nisi of form arises also from defective rusi of content. The 
Chinese, Hindoos, and Egyptians, for example, in their art¬ 
istic images, sculptured deities and idols, never passed 
beyond a Formless condition, or a definition of shape that 
was vicious and false, and were unable to master true beauty. 
Arid this was so for the reason that their mytho logical con¬ 
ceptions, the content and thought of their works of ait, were 
still essentially indeterminate, or only determinate in a false 
sense, did not, in fact, attain to a content which was absolute 
in itself. Viewed in this sense the excellence of works of art 
is so much the greater in the degree that their content and 
thought is ideal and profound. And in affirming this we 
have not merely in our mind the degree of executive mastery 
displayed in the grasp and imitation of natural form as we 
find it in the objective world. For in certain stages of the 
artistic consciousness and its reproductive effects the deser¬ 
tion and distortion of the conformations of Nature is not so 
much due to unintentional technical inexperience or lack of 
ability, as it is to deliberate alteration, which originates in 
the mental content itself, and is demanded by the same. 
From this point of view there is therefore imperfect art, 
which, both in technical and other respects, may be quite 
consummate in its own sped ft sf/are, yet if tested with the 
true notion of art and the Ideal can only appear as defective. 
Only in the highest art are the Idea and the artistic pre¬ 
sentation truly consonant with one another in the sense that 
“ilTu objective embodiment of the Idea is in itself essentially 
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and as reatricd the true configuration, because: the content 
of ( 1 m.- Idea thus expressed is itself in truth the genuine con¬ 
tent* It is appcrlincnt to this, as already noted, that the 
Idea must he defined in and through itself as concrete 
totality, thereby essentially possessing in itself the principle 
and standard of its particularization and definition as thus 
manifested objectively* For example, the Christian imagin¬ 
ation will only be able to represent Cod in human form and 
with man's means of spiritual expression, because it is herein 
that God Himself is fully known in Himself as mind or 
Spirit. Determinacy is, as it were, the bridge to phenomenal 
presence* Where this determinacy is not totality derived 
from the Idea itself, where the Idea is not conceived as that 
which is self-definitive and self-diflcrentiating* it remains nb- 
stract and possesses its definition, and with it the principle 
for the particular mode of embodiment adapted to itself not 
within itself but as something outside It* And owing lo ibis 
the Idea is also still abstract’and the con figuration it as¬ 
sumes Is not as yet posited by itself. The Idea, however, 
which is essentially concrete, carries the principle of its 
manifestation in itself, and is thereby the means of its own 
free manifestation. Thus it is only the truly concrete Idea 
that 3 s able to evoke the true embodiment, and this appro¬ 
priate coalescence of both is the Ideal* 

3. But inasmuch as in this way the Idea is concrete unity, 
this utility can only enter the artistic consciousness by the 
expansion and further mediation of the particular aspects of 
the Idea; and it is through this evolution that the beauty 
of art receives a totality of particular stages and forms. 
Therefore, after we have considered fine art in its essence 
and on iu own account, we must see how the beautiful in 
its entirely breaks up into its particular determinations. 
This gives, as our second part, the doctrine of the t\pes of 
art. The origin of these types is to be found in the varied 
ways under which the Idea is conceived as the content of 
art; it is by this means that a distinction in the: mode of 
form under which it manifests itself Is conditioned* These 
types are therefore simply the different modes of relation 
which obtain between the Idea and its configuration, rela¬ 
tions which emanate from the Idea itself, and thereby 
present us with the general has:?, of division for t hr% sphtfiL 
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For the prindpte of division must always be found in the 
notional concept, the particular!nation and division of which 
it is* 

We tBive here to consider fhrtt relations of the Idea to 
its external process of configuration, 

(rt) First, the origin of artistic creation proceeds from the 
Idea when, being itself still involved in defective definition 
and obscurity* or in vicious and untrue determinaey, it 
becomes embodied in the shapes of art. As indeterminate 
it does not as yet possess in itself that individuality which the 
Ideal demands* Its abstract character and one-sidedness 
leaves its objective presentment still defective and con* 
tingcnU Consequently this urit type of art is rather a mere 
search after plastic configuration than a power of genuine 
representation. Thu Idea has not as yet found the forma¬ 
tive principle within Itself, and therefore still continues to 
be the mere effort and strain to find it tuay in general 
terms describe this form as the symbolic type of art. 1 he ab¬ 
stract Idea possesses in it its external shape outside itself m 
the purely material substance of Nature, from which the 
shaping process proceeds, and to which in its expressfpn 
it is entirely yoked* Natural objects are thus in the first 
instance left just as they are, while, at the same time the 
substantive Idea Is imposed upon them as their significance, 
so that their function is henceforth to express the same, and 
they claim to be interpreted, as though the Idea itself was 
present in them, A rationale of this is to be found in the 
fact Lliat the external objects of reality do essentially possess 
an aspect in which they are qualified to express a universal 
import* Bui us a completely adequate coalescence is not 
yet possible, all that can be the outcome of such a relation 
is an abstract attribute, as when a Hon is understood to 
symbolize strength. 

On the other hand this abstractness of the relation makes 
present to consciousness no less markedly how the idea 
stands relatively to natural phenomena as an ahen; and 
albeit it expatiates in all these shapes, having no other mean * 
of expression among all that Is real, and seeks after itself in 
their unrest and defects of genuine proportion, yet for all that 
it finds them inadequate to meet its needs. It consequently 
eOggeuLles natural shapes and the phenomena of Nature 
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in ever)' degree of indefinite and limitless extension; it 
flounders about in them like a drunkard, and seethes and 
ferments, doing violence to their truth with the distorted 
growth of unnatural shapes, and strives vainly by the con¬ 
trast* hugeness, and splendour of the forms accepted to 
exalt the phenomena to the plane of the Idea. For the 
Idea is here still more or less indeterminate, and un¬ 
adaptable, while the objects of Nature are wholly definite in 
their shape. 

Hence, on account of the incompatibility of the two sides 
of ideality and objective form to one another, the relation of 
the Idea to the other becomes a ttcgaftve one. The former, 
being in its nature ideal, is unsatisfied with such an em¬ 
bodiment, and posits itself as its inward or ideally universal 
substance under a relation of sublimity over and above all 
this inadequate superfluity of natural form. In virtue of 
this sublimity the natural phenomena, of course, arid the 
human form and event are accepted and left simply as they 
arc, but at the same time, recognized as unequal to their 
significance, which is exalted far above all earthly content. 

These features constitute in general terms the character 
of the primitive artistic pantheism of the East* which, on 
the one hand, charges the meanest objects with the sig¬ 
nificance of the absolute Idea, or, on the other, compels 
natural form, by doing violence to its structure, to express 
its world-ideas, And, in consequence, it becomes bizarre, 
grotesque, and deficient tn taste, or turns the infinite but 
abstract freedom of the substantive Idea contemptuously 
against all phenomenal existence as alike nugatory and 
evanescent By such means the significance cannot be 
completely presented in the expression, and despite; all 
straining and endeavour the final inadequacy of plastic 
configuration to Idea remains insuperable. Such may Lie 
accepted as the first type of art—symbolic art with its 
yearning, its fermentation, its mystery, and sublimity. 

(£) In the second type of art, which « r c propose to call 
J< Classical," the twofold defect of symbolic art is annulled. 
Now the symbolic configuration is imperfect, because, first] 
the Idea here only enters into consciousness in abstract 
deiemvinacy or tndeteirmnateness; and, secondly, by reason 
of the fact that the coalescence of import with etnbrdinje?jl 
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can only throughout remain defective, and in its turn also 
wholly abstract. The classical arMype solves both these 
difficulties* It is, in fact, the free and, adequate embodiment 
of the Idea in the shape which, according to its notional 
roncept, is uniquely appropriate to the Idea itself. The 
Idea is consequently able to unite in free and completely 
assonant concord with it. For this reason the classical type 
of art is the first to present us with the creation and vision of 
the complete Ideal, and to establish the same as realized 
fact. 

The conformabi3ky f however, of notion and reality in the 
classical typo ought not to be taken in the purely forma! 
sense of the coalescence of a content with its external form, 
any more than this was possible in the case of the Ideal, 
Otherwise every copy from Nature, and every kind of por¬ 
trait, every' landscape, flower, scene, and so forth, which 
form the atm of the presentment, would at once become 
classical in virtue of the fact of the agreement it ofiere 
between such content and form. In classical art, on the 
contrary, the characteristic feature of the content consists in 
this, that it is itself concrete Idea, and as such the concrete 
spiritual; for it is only that which pertains to Spirit which is 
Veritable ideality.' To secure such a content we must find 
out that its Nature which on its own account is that which 
is essentially and explicitly appropriate to the spiritual. It 
must be the original notion itself/ which has invented the 
form for concrete Spirituality, and now the suS/eriivt notion 
—in the present case the spirit of art—has merely duwomi 
it, and made it, as an existence possessed of natural shape, 
concordant w ith free and individual spirituality. Such a con¬ 
figuration. which the Idea essentially possesses as spiritual, 
and indeed as individually determinate spirituality, when it 
must perforce appear a.s a temporal phenomenon, is the 
mi man firm. IY-ramification and anthropomorphism have 
frequently been abused as a degradation of the spiritual. 
But art, in so far as its function is to bring to vision the 
spiritual in sensuous guise, must advance to such anthropo* 
morphism, inasmuch as Spirit is only adequately presented 

i Dai n'aArhiifi Iuw>t. That is, the inward of Pic (rulli of mascidtii 
life. 

* *TTcan«i[kpamitljf the iiotiuji in kb al iutuEc bensc. 
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to perception in its bodily presence. The transmigration of 
souls in this respect an abstract conception, 1 and physiology 
ought to make it one of its fundamental principles, that life 
has necessarily, in the course of its evolution, to priced to 
the human form, for the reason that it is alone the visible 
phenomenon adequate to the expression of intelligence. 

The human bodily form, then, is employed in the classical 
type of art not as purely sensuous existence, but exclusively 
as the existence and natural shape appropriate to mind. It 
has therefore to be relieved of all the defective excrescences 
which adhere to it in its purely physical aspect, and from 
the contingent finitencss of its phenomenal appearance. 
The external shape must in this way be purified in order to 
express in itself the content adequate for such a purpose; 
and, furthermore, along with this, that the coalescence of 
import and embodiment may be complete, the spirituality 
which constitutes the content must be of such a character 
that it is completely able to express itself in the natural 
form of man, without projecting beyond the limits of such 
expression within the sensuous and purely physical sphere 
of existence. Under such a condition Spirit is at the same 
time defined as particular, the spirit or mind of nun, not 
as simply absolute and eternal. In this latter case it is 
only capable of asserting and expressing itself as intellectual 
being.* 

Out of this latter distinction arises, in its turn, the defect 
which brings about the dissolution of the classical type of 
art, and makes the demand for a third and higher form, 
namely the romantic type. 

(<*) The romantic type of art annuls the completed union 
of the Idea and its reality, and occurs, if on a higher plane, to 
the difference and opposition of both sides, which remained 
unovercomc in symbolic art. The classical type of art no 
doubt attained the highest excellence of which the sensuous 
embodiment of art is capable. The defect, such as it is, is 
due to the defect which obtains in art itself throughout, the 

1 Because it represents spirit as independent of an appropriate bodily 
form. 

* What appears to be denoted by Gristi^ktit is the generic term of 
intelligence—that activity of conscious life which docs not necessarily 
make us think of a single individual—the common nature c 4 all ifftit. 
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limitations of its entire province, that is to say. The limita¬ 
tion consists in this, that art in general and, agreeably to its 
fundamental idea, accepts for its object Spirit, the notion of 
which is* infinite concrete universality, under the guise of 
sensuously concrete form. In the classical type it sets up 
the perfected coalescence of spiritual and sensuous existence 
as adequate conformation of both. As a matter of fact, 
however, in this fusion mind itself is not represented agree¬ 
ably to its true notional concept. Mind is the infinite sub¬ 
jectivity of the Idea, which as absolute inwardness,' is not 
capable of freely expanding in its entire independence, so 
long as it remains within the mould of the bodily shape, 
fused therein as in the existence wholly congenial to it. 

To escape from such a condition the romantic type of art 
once more cancels that inseparable unity of the classical 
type, by securing a content which passes beyond the classical 
stage and its mode of expression. This content, if we may 
recall familiar ideas—is coincident with what Christianity 
affirms to be true of God as Spirit, in contrast to the Greek 
faith in gods which forms the essential and most fitting 
content of classical art In Greek art the concrete ideal 
substance is potentially, but not as fully realized, the unity 
of the human and divine nature; a unity which for the very 
reason that it is purely immediate and not wholly explicit, 
is manifested without defect under an immediate and sen- 
suous mode. The Greek god is the object of naive intuition 
and sensuous imagination. His shape is therefore the bodily 
form of man. The sphere of his power and his being is 
individual and individually limited; and in his opposition 
to the individual person 1 is an essence and a power with 
whom the inward life of soul * is merely potentially in unity, 
but does not itself possess this unity as inward subjective 
knowledge. The higher stage is the knowledge of this im¬ 
plied unity, which in its latency the classical art-type receives 
as its content and is able to perfectly represent in bodily 
shape. This elevation of mere potentiality into self-conscious 

* By Innerlukkeit , which might also be rendered os pare ideality, 
what u signified is that in a mental state there are no parts outside of 


each other. 



<tt, i.e., the individual Ego of self consciousness. 
idly fit n't In turf, lit., the subjective inner state. 
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knowledge constitutes an enormous difference. It is nothing 
less than the infinite difference which, for example separates 
nan generally from the animal creation. Man is animal; 
but even in his animal functions he is not restricted within 
the potential sphere as the animal is, but becomes conscious 
of them, learns to understand them, and raises them — as, 
for instance, the process of digestion—into self-conscious 
science. By this means man dissolves the boundaries of his 
merely potential immediacy; in virtue of the very' fact that 
he knows himself to be animal he ceases to be merely 
animal, and as mind is endowed with self-knowledge. 

If, then, in this way the unity of the human and divine 
nature, which in the previous stage was potential, is raised 
out of this immediate into a self-conscious unity, it follows 
that the genuine medium for the reality of this content is 
no longer the sensuous and immediate existence of tvhat is 
spiritual, that is, the physical body of man, but the r rif- 
atvare inner life of soul itself. Now it is Christianity—for 
the reason that it presents to mind God as 5 /otC, and not 
as the particular individual spirit, but as absolute in spirit 
and in truth — which steps back from the sensuousness of 
imagination into the inward life of reason, and makes this 
rather than bodily form the medium and determinate exist¬ 
ence of its content. So also, the unity of the human and 
divine nature is a conscious unity exclusively capable of 
realization by means of spiritual know ledge, and in Spirit 
The new content secured thereby is consequently not inde- 
feasibly bound up with the sensuous presentation, as the 
mode completely adequate, but is rather delivered from this 
immediate existence, which has to be hypostatized as a 
negative factor, overcome and reflected back into the 
spiritual unity. In this way romantic arc must be regarded 
as art transcending itself, albeit within the boundary of its 
own province, and in the form of art itself. 

We may therefore briefly summarise our conclusion that 
in this third stage the object of art consists in the free and 
concrete presence of spiritual activity, 1 whose vocation it is 
to appear as such a presence or activity for the inner world 
of conscious intelligence. In consonance with such an object 

1 Griiiigkrft fra&atfOf Busniqqd uaiulatc* it litre M imdlccl 5 r.il 
being. * 
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art cannot merely work for sensuous perception. It must 
deliver itself to the inward life, which coalesces with its 
object simply as though this were none other than itself,’ in 
other worjfs, to the intimacy of soul, to the heart, the emo¬ 
tional life, which as the medium of Spirit itself essentially 
strives after freedom, and seeks and possesses its reconcilia¬ 
tion only in the inner chamber of spirit- It is this inward 
or ideal world which constitutes the content of the romantic 
sphere: it will therefore necessarily discover its representa¬ 
tion as such inner idea or feeling, and in the show or ap¬ 
pearance of the same. The world of the soul and intellig¬ 
ence celebrates its triumph over the external world, and, 
actually in the medium of that outer world, makes that 
victory to appear, by reason of which the sensuous appear¬ 
ance sinks into worthlessness. 

On the other hand, this type of art, like every other, 
needs an external vehicle of expression. As already stated, 
the spiritual content has here withdrawn from the external 
world and its immediate unity into its own world. The 
sensuous externality of form is consequently accepted and 
represented, as in the symbolic type, as unessential and 
transient; furthermore the subjective finite spirit and volition 
is treated in a similar way; a treatment which even includes 
the idiosyncracies or caprice of individuals, character, action, 
or the particular features of incident and plot. The aspect 
of external existence is committed to contingency and handed 
over to the adventurous action of imagination, whose caprice 
is just as able to reflect the facts given as they are, 3 as it 
can change the shapes of the external world into a medley 
of its own invention and distort them to mere caricature. 
For this external element has no longer its notion and sig¬ 
nificance in its own essential province, as in classical art. 
It is now discovered in the emotional realm, and this is 
manifested in the medium of that realm itself rather than in 
the external and its form of reality, and is able to secure or 
to recover again the condition of reconciliation with itself in 

' Tbe distinction between a percipient and an external object falls 
away. Tbe content displayed is part of the soul-life itrelf. 

* Professor Rosonquet apparently assume* a negative has slipped out. 
But tbe text probably is correct in the rather awkward form in which it 
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every accident, in all the chance circumstance that falls in'.o 
Independent shape, in all misfortune and sorrow nay, in 
crime itself. 

Hence it tames about that (hecharaeteristicscfioynibolic 
art, its in difference, incompatibility and severance of Idea 
from configuratEve expression, are here reproduced once 
more, El with essential difference. And this difference 
consists in the fact that in ram antic art the Idea, ivhose 
defectiveness, in the case of the symbol, brought with it the 
defect of external form, has to display itself as Spirit and in 
the medium of soul-ltfe as essentially selfcompletc. And it 
is to complete fundamentally this higher perfection that it 
withdraws itself from the external dement ‘ It can, En short, 
seek and consummate its (rue reality and manifestation no¬ 
where but En its own domain. 

This we may take to be in general terms the character 
of the symbolic, classical, and romantic types of art, which 
in fact constitute the three relations of the Idea to its em¬ 
bodiment in the realm of human art. They consist in the 
aspiration after, the attainment and transcendency ol" the 
Ideal, viewed as the true concrete notion of beauty. 

4- In contrast to these two previous divisions of our sub¬ 
ject the third part presupposes the notional concept of the 
Ideal, and the universal art-types. It in other words consists 
in their realisation through specific sensuous media. We 
have consequently no longer to deal with the inner or ideal 
evolution of the beauty of art in conformity with its widest 
and most fundamental determinations. What we haw now 
before us to consider is how these ideal dctcnninaiH; pas; 
into actual existence, how they are distinguishable in their 
external aspect, and how they give an independent and a 
realised shape to every dement implied in the evolution or 
this Idea of beauty as d tvork #rt Y and not merely ns a 
ttm^rsai tyfe. Now- ji is the peculiar differences immanent 
in the Idea of beauty which arc carried over by it into ex* 
temal existence. For this reason in this third fundamental 
division these general art-types must themselves supply the 
boxce principle far the articulation and definition of the 
particular arts. Or, to put the same thing another way the 
several species of art possess in themselves the same essen- 
tial differences, which we have already become wquaifc-d 
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with as the universal art-types. External objectivity, how- 
ever, to which these types are subjected in a sensuous and 
consequently spedfic material, necessitates the differentiation 
of thesfc types into diverse and independent inodes of realisa¬ 
tion, in other words, those of particular arts. Each general 
type discovers its determinate character in one determinate 
external material or medium, in which its adequate presenta¬ 
tion is secured under the manner it prescribes. But, front 
another point of view, these types of art, inasmuch as their 
definition is none the less consistent with the fact of the 
universality of their typical import, break through the 
boundaries of their sped fit realization in some definite art- 
speeies, and achieve an existence in other arts no less, 
although their position in such is of subordinate import¬ 
ance. For this reason, albeit the particular arts belong 
specifically to one of these general art-types respectively, 
the udeqmaU external embodiment whereof they severally 
constitute, yet this docs not prevent them, each after its 
own mode of external configuration, from representing the 
totality of these art-types. 1 To summarize, then, in this third 
principal division we are denting with the beauty of art, as 
it unveils itself in a world of realized beauty by means of 
the arts and their creations. The content of this world is 
the beautiful, and the true beautiful, as we have seen, is 
spiritual being in concrete form, the Ideal ; or apprehended 
with still more intimacy it is the absolute mind and truth 
itself This region of divine truth artistically presented to 
sensuous vision and emotion forms the centre of the entire 
world of art. It is the independent* free and divine Image, 1 
which has completely appropriated the externality of form 
and medium, and now weirs them simply as the means of 
its ivlf roanifestalion. Inasmuch, however, as the beautiful 
is unfolded here as tffi/trtive reality, and in this process is 
differentiated into particular aspects and phases, this centre 
posits its extremes, as realized in their peculiar actuality, in 
antithetical relation to itself. Thus one of these extremes 

1 Thus poetry' ii primarily a rotpsnUc 4Ut, hut in the Epic il l* 
nfiilLued wiih ihe objective ehaiacirr of clinical mi, or we may *sy 
that ib-re is a romantic anil cb^ical type of architecture, Itvonsh the 
an ii primarily sycalwlit. 

• Fltulic power Li 5 cili.i] - s l»!tci inttibliion. 
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consists of an objectivity as yet devoid of mind, which we 
may call the natural environment of God. Here the ex¬ 
ternal etc mem, when it receives form, remains as it was, 
and does not possess its spiritual aim and content ^ri iiseF, 
but in another.' The other extreme is the divine its inward, 
something known, as the manifold particularized stsbjtstwt 
existence of Deity. It is the truth as operative and vital in 
sense, sold, and intelligence of particular persons, which 
does not persist as poured forth into its mould of external 
shape, but returns into the inward life of individuals. The 
Divine is under such a mode at once distinguishable from 
its pure manifestation as Godhead, and passe* itself thereby 
into the variety of particulanuation which belongs to every 
kind of particular subjective knowledge, feeding, perception, 
and emotion. In the analogous province or religion with 
which art, at its highest elevation, is immediately con¬ 
nected, we conceive the same distinction as follows, First, 
we imagine the natural life on Earth in its finitude as 
standing on one side; but then, secondly, the human con¬ 
sciousness accepts God for its object, in which the distinc¬ 
tion between objectivity and subjectivity falls away; then, 
finally, we advance from God as such to the devotion of 
the community, that is to God as He is alive and present 
in the subjective consciousness. These three fundamental 
modifications present themselves in the world of art in in¬ 
dependent evolution. 

(«) The first of the particular arts with which, according 
io their fundamental principle, we have to start is architect¬ 
ure considered as a fine art. Its function consists in so 
elaborating the external material of inorganic Nature that 
the same becomes intimately connected with Spirit as an 
artistic and external environment. Its medium is matter 
itself as an external object, a heavy mass that is subject to 
mechanical taws; and its forms persist as the forms nf in¬ 
organic Nature coordinated with the relations of the abstract 
understanding such as symmetry and so forth. In this 
material and ill these forms the Ideal is incapable of realiza¬ 
tion as concrete spirituality, and the reality thus presented 
remains confronting the Idea as an external fabric with 

' lie mean* that in ardniectLire Ihc> building is merely a thrift* ar 
EfivirObinenl uf the ilttnge of the gwt ^ 


FINE ART 


>*3 

which it enters; into no fusion, or has only entered so far as 
to establish an abstract relation. And it is in consequence 
of this that the Fundamental type of the art of building is 
that of Architecture is in fact the first pioneer 

on the highway toward the adequate realization of Godhead- 
In this, service tt is put to severe labour w ith objective nature, 
that it may disengage it by its effort from the confused 
growth of finitude and the distortions of contingency. By 
this means it levels a space for the God, informs His ex¬ 
ternal environment, and builds Hint His temple* as a fit 
place for the concentration of Spirit, and its direction to 
the absolute objects of intelligent life. It raises an enclosure 
for tile congregation of those assembled, as a defence against 
the threatening of the tempest, against rain, the hurricane, 
and savage animals. It in short reveals the will thus to 
assemble, and although under an external relation, yet in 
agreement with the principles of art, A significance such as 
this it can to a greater or less extent import into its material 
and its forms, in proportion as the determinate content of 
its fabric, which is the object of its operations and dforq is 
more or less significant, h more concrete or mom abstract, 
more profound in penetrating its own essential depth, or 
more obscure and superficial. Indeed architecture may in 
this respect proceed so far in the execution of such a purpose 
as to create an adequate artistic existence for such an ideal 
content in its wry forms and material. In doing so, how¬ 
ever, it has already passed beyond its peculiar province 
and is diverted into the stage immediately above it of 
sculpture. For the boundary of sculpture lies precisely 
in this that it retains the spiritual as an inward being 
which persists in direct contrast to the external embodi¬ 
ment of architecture. It can consequently merely point to 
that which is absorbed in soul-life as to something external 
to itself, 

(A) Nevertheless, ns above explained, the external and 
inorganic world Es purified by architecture* tl is coordinated 
under symmetrical laws, and made cognate with mind, and 
as a result the temple of God, the house of his community, 
stands before us. Into this temple, in the remand place, the 
God himself enters in the lightning-flash of mdividukliiy 
wtyC-k ttQftes its way mto the inert mass, permeating the 

i t 
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same with its presence, In other words the infinite 1 anti no 
longer purely symmetrical form belonging io intelligence 
brings as it were to a focus and informs the shape in which 
it is most at home- This is the task of sculpture, in so far 
as in it the inward life of Spirit, to which the art of archi- 
lecture can merely point away to, makes its dwelling within 
the sensuous shape and its external material,, and to the 
extent that these two sides come into plastic communion 
with one another in such u manner that neither is prq- 
dominant sculpture receives as its fundamental type the 
classical art-form. 

For this reason the sensuous element on its own account 
admits of no expression here which is not affected by 
spiritual affinities, 4 just as, conversely, sculpture can repro¬ 
duce with completeness no spiritual content, which docs not 
maintain throughout adequate presentation to perception in 
bodily form. What sculpture, in short, has to do is to make 
the presence of Spirit stand before us in its bodily shape 
and in immediate union therewith at rest and in blessed¬ 
ness; and this form has to bu made vital by means of the 
content of spiritual individuality. The external sensuous 
material is consequently no longer elaborated either in con¬ 
formity with its mechanical quality alone, as a mass of 
weight, nor in shapes of the inorganic world simply, nor in 
entire indifference to colour, etc, h is carried; into the ideal 
forms* of the human figure, and, we may add, in the com¬ 
pleteness of all three spatial dimensions. In other words 
and relatively to such a process we must maintain for sculp- 
Hire that in it the inward or ideal content of Spirit are first 
revealed in their eternal repose and essentia] self-stability. 
To such repose and unity with itself there can only corre¬ 
spond that external shape which itself persists in such unity 
and repose. And this condition is satisfied by configuration 
viewed in Its abstract sputiaiityP The spirit which sculpture 
represents is that which is essentially sound, not broken up 
in the play of chance conceits and passions; and for this 
reason its external form also is not dissolved in the manifold 

1 Infinite, of course, i» ihe cuiieieie senir of founded in iuetf, t» ilie 
circle, O-Ti Hlitl more, the livjjsg organism, 

i Lit., ‘"which is not ttLo that of the spiritual -iplicn.--’' 

* Thf t L, an object limited wrdy En spac*.. *, *• ♦ 
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variety of appearance, but exhibits itself under this one pre- 
sonlmcnt only as the abstract ton of space in the totality of 
its dimensions. 

Assuming, then, that the art of architecture lias executed 
its temple, and the- hand of sculpture has placed therein the 
image of the god, we have in the third place to assume the 
community of the faithful as confronting the god thus pre¬ 
sented to vision in the wide chambers of his dwelling-place; 
Now this community is the spiritual reflection into its awn 
world of that sensuous presence* the subjective and inward 
animating life of soul, in its union with which, both for the 
artistic content and the external material which manifests 
it, the determining principle may be identified with par- 
ticularizalion in varied shapes and qualities, individual] za 
lion and the life of soul 1 which they imply. The downright 
and solid fact of unity the god possesses in sculpture breaks 
up into the multiplicity of a world of particular souls, 1 w hose 
union ls no longer sensuous but wholly ideal. 

Here for the first time God Himself is revealed as verit¬ 
ably Spirit—viz., the Spirit revealed in His community. 
Here at last He is seen apprehended as this moving toand- 
fro, as this alternation between His own essential unity and 
His realization in the knowledge of individual persons and 
that separation which it involves, as also in the universal 
spiritual beinj; 1 and union of the many- In such a com¬ 
munity God is disengaged from the abstraction of His un¬ 
folded self-seclusion and self-identity, no less than from the 
immediate absorption in bodily shape, in which He is pre¬ 
sented by sculpture. He is, in a word, lifted into the actual 
sphere of spiritual existence and knowledge, into the reflected 
appearance, whose manifestation is essentially inward and 
the life of heart and soul Thereby the higher content is 
now the nature of Spirit, and that in its ultimate or absolute 
shape- But at the same lime the separation to which we 
have alluded displays this as particular spiritual being, a 

i Suitjtktivitjt* The puElcaliiization in roriteaiie an implies the pre¬ 
sence of an ideal element imjiortcil bj ihe *-t>ul of the artist, which 
appeal* directly To ihe *L«jt in its emoiimiaJ life. Compare a picture by 
nn Iialmn muster wicb * Gretk status. 

1 lab, " A muliiplkiiy nf isolated tumptex of Sfiwarduee*/ 

* Tb*i is, in the life shared by o|j <u wsc cocmoimily iwrtusucd hj a 
«l3.1nOQ^lirpOK. 
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specific emotional life. Moreover, for the reason that the 
main thing here is not the untroubled repose of the God in 
himself,* but his manifestation simply, the Being which is for 
another, seif-revealmcnt in fact, it follows that, on t>.e plane 
we have now reached, all the varied content of human sub¬ 
jectivity in its vital movement and activity, whether viewed as 
passion, action, or event, or more generally the wide realm of 
human feeling, volition and its discontinuance, become one 
and all for their own sake objects of artistic representation. 

Agreeably with such a content the sensuous element of 
art has likewise to show itself potentially adapted to such 
particularization and the display of such an inward content 
of heart and mind. Media of this description are supplied 
by colour, musical tones, and finally in sound as mere sign 
for ideal perceptions and conceptions; and we further obtain 
the means of realizing with the use of such media a content 
of this kind in the arts of painting, music, and poetry. 
Throughout this sphere the sensuous medium is found to 
be essentially disparate in itself and throughout posited 1 as 
ideal. In this way it responds in the highest degree to the 
fundamentally spiritual content of art, and the coalescence 
of spiritual significance and sensuous material attains a more 
intimate union than was possible cither in architecture or 
sculpture. At the same time such a union is necessarily 
more near to soul-life, leaning exclusively to the subjective 
side of human experience; one which, in so far as form and 
content are thus constrained to particularization and to posit 
their result as ideal, can only be actually effected at the 
expense of the objective universality of the content as also 
of the fusion with the immediately sensuous medium.’ 

1 As in sculpture. 

* Professor Bosauquel’s note b here (Trans., p. 166) "Posited or 
laid down to be ideal. This almost is equal to mode to be in the sense 
of not being. In other words musical sound is “ ideal " as existing, yw<f 
work of art, in memory only, the moment in which it b actually heard 
licinc fugitive. A picture is equally so in respect of the third dimension, 
which has to 1 « read into it. Poetry is almost wholly ideal, u.es 
hardly any sensuous clement, and appeals almost wholly to what exists 
in the min.J." 

* By ;nrticulanratiiin is meant the variety in the material of colours, 
musical tones, and ideas, which latter arc really quite as much the 
medium of poetry as written language. The senwoni medium b here 
an abstract sign and, as Hegel would contend, nothing mor« ilia* thb. 
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The arts, then, which are lifted into a higher strain of 
ideality, abandoning as they do the symbolism of archi¬ 
tecture and the classical Ideal of sculpture, accept their pre¬ 
dominant type from the romantic art-form; and these are 
the arts most fitted to express its mode of configuration. 
They are, howes-er, a totality of arts, because the romantic 
type is itself essentially the most concrete. 

(c) The articulation of this third sphere of the particular 
arts may be fixed as follows: 

(a) The first art which comes next to sculpture is that of 
painting. It avails itself for a medium of its content and the 
plastic configuration of the same of visibility as such, to the 
extent that it is differentiated in its own nature, in other 
words is defined in the continuity of colour. No doubt the 
material of architecture and sculpture is likewise both visible 
and coloured. It is, however, not, as in painting, visibility 
in its pure nature, not the essentially simple light, which by its 
differentiating of itself in its opposition to darkness, and in 
association with that darkness gives rise to colour. 1 This 
quality of visibility made essentially ideal * and treated as 
such no longer cither requires, as in architecture, the ab¬ 
stractly mechanical qualities of mass as appropriate to 
materials of weight, nor, as is the case with sculpture, the 
complete dimensuration of spatial condition, even when 
concentrated into organic forms. The visibility and the 
making apparent, which belong to painting, possess differ¬ 
ences of quality under a more ideal mode—that is, in the 
specific varieties of colour—which liberates art from the 
objective totality of spatial condition, by being limited to a 
plane surface. 

On the other hand the content also attains the widest 

• Reference, of course, to Hegel's unfortunate acceptance of Goethe's 
theory of colour. 

a The colour of art is not merely ideal as applied to only two dimen¬ 
sions of space, but also is '* subjective M in toe artistic treatment of it 
under a definite "scheme.” It is not clear whether Hegel alludes also 
to this; apparently not, though it is the most important feature. In 
fact, even assuming his theory of light to be correct, it is difficult en¬ 
tirely to follow his distinction between the appearance of colour on a 
flat or a round surface. As Natural colour the one would be as ideal as 
the rgher. Only regarded ns a composition would painting present dis¬ 
tinction. ^ 
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compass of particularity. Whatever can find a place in the 
human heart, as emotion, idea, and purpose, whatever it is 
capable of actually shaping—all such diversity may form 
part of the varied presentations of painting. The entir* world 
of particular existence, from the most exalted embodiment 
of mind to the most insignificant natural fact, finds a place 
here. For it is possible even for finite Nature, in its par¬ 
ticular scenes and phenomena, to form part of such artistic 
display, provided only that we have some reference to con¬ 
scious life which makes it akin to human thought and 
emotion. 1 

03) The second art which continues the further realization 
of the romantic type and forms a distinct contrast to paint¬ 
ing is that of music. Its medium, albeit still sensuous, yet 
proceeds into still profounder subjectivity and particulariza¬ 
tion. We have here, too, the deliberate treatment of the 
sensuous medium as ideal, and it consists in the negation 
and idealization into the isolated unity of a single point,* 
the indifferent external collocation of space,* whose complete 
appearance is retained by painting and deliberately feigned 
in its completeness. This isolated point, viewed as this pro¬ 
cess of negation, is an essentially concrete and active pro¬ 
cess of cancellation within the determinate substance of the 
material medium, viewed, that is, as motion and vibration of 
the material object within itself and in its relation to itself. 
Such an inchoate ideality of matter, which no longer appears 
under the form of space, but as temporal ideality,* is sound 

' It is obvious that the reference here U mainly to an intentional 
appeal to the human soul through the content of the composition. But 
the appeal may also be made through the technique and artistic treat¬ 
ment of the medium itself. 

* The parts of a chord are not in space, but are ideally cognized. 
Hegel describes this by saying that music idealizes space and concen¬ 
trates it to a point. It would perhaps be more intelligible to say that it 
transmutes the positive effects of a material substance in motion into the 
positive and more ideal condition of time. The point which is con¬ 
tinually negated is at least </hJ music the point, or rather, moment, of a 
temporal process. 

* By the indifferent externality of space ia signified the lact that the 
parts of space, though external to each other, are not qualitatively ilis- 
tmguivhable. 

“Succession in time is "more ideal” than coexistence in space 
because It exists only as continuity in a conscious subject. •' f « 
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or tone. We have here the sensuous set down xs negated, 
and its abstract visibility converted into audibility. In other 
words sound liberates the ideal content from its fetters in 
the matfrial substance. This earliest' secured inwardness 
of matter and impregnation of it with soul-life supplies the 
medium for the intimacy and soul of Spirit itself as yet 
indefinite—permitting, as it does, the echo and reverbera- 
tion of man’s emotional world through its entire range of 
feelings and passions. In this way music forms the centre 
of the romantic arts, just as sculpture represents the midway 
point of arrest between architecture and the arts of the 
romantic subjectivity. Thus, too, it forms the point of 
transition between the abstract, spatial sensuousness of 
painting and the abstract spirituality of poetry. Music 
carries within itself, like architecture, and in contrast to the 
emotional world simply and its inward self-seclusion, a rela¬ 
tion of quantity conformable to the principles of the under¬ 
standing and their modes of coordinated configuration.' 

(y) We must look for our third and most spmtual type of 
artistic presentation among the romantic arts in that of 
PiXtry. The supreme characteristic of poetry consists in the 
power with which it brings into vassalage of the mind and 
its conceptions the sensuous clement from which music and 
painting began to liberate art. For sound, the only remain¬ 
ing external material retained by poetry’, is in it no longer 
the feeling of the sonorous itself, but is a mere sign without 
independent significance. And it is, moreover, a sign of idea 
which has become essentially concrete, and not merely of 
indefinite feeling and its subtle modes and gradations. And 
this is how sound develops into the Word, as essentially 
articulate voice, whose intention it is to indicate ideas and 
thoughts. The purely negative moment to which music ad¬ 
vanced now asserts itself as the wholly concrete point, the 
point which is mind itself, the self-conscious individual, 
which produces from itself the infinite expansion of its ideas 


* fainting no doubt introduce* Weal clement* into the artistic com¬ 
petition of colour, but the colour still remain* the appearance of a 

^ Tha/lMo ray, music or harmony is based on a solid conformity to 
law on the part of it* tone* in their conjunction and succession, their 
♦trjwtujg and resolution. ‘ A* painting. 
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and unites the same with the temporal condition of sound. 
Vet this sensuous element, which was still in music immedi- 
nidy united to emotion, is in poetry separated from the 
content of consciousness. Mind* in short, here deter mines 
tins content for its own sake and apart from all else into the 
content of idea.; to express such idea it no doubt avails it¬ 
self of sound, but employs it merely as a sign without inde¬ 
pendent worth or substance. Thus viewed, the sound here 
may he just as well reproduced by the mere letter, for the 
audible, like the visible, is here reduced to a mere indication 
of mind.' Tor this reason, the true medium of poetical re¬ 
presentation is the poetical imagination and the intellectual 
presentation itself; and inasmuch as this dement is common 
tq all types of art it follows that poetry is a common thread 
through them all, and is developed independently in each. 
Poetry is, Eat short, the universal art of the mind, which has 
Income essentially free, and which is not fettered in its real¬ 
ization to an externally sensuous material, but which is 
creatively active in the space and time belonging to the 
inner world of ideas and emotion, Yet it is precisely in this 
its highest phase, that art terminates, by transcending h-t Ik 
it is just here that it deserts the medium of a harmonious 
presentation of mind in sensuous shape and passes from 
the poetry of imaginative idea into the prose of thought. 

Such we may accept as the articulate totality of the par- 

1 The: view* here ptopaatKled suggest coiuidernble crilicnui. Ii ap. 
p mts (Q me that (he stress here 1*13 upon the luidliEibte content of 
poetry as contrasted with the sensuous qualities oftt-s form as modulated 
speech is certainty untenable,. Witt we call the musicof verse may nn. 
questionably be moat intimately ,iB4octaled with the ideal content ex- 

E vsed; but apart from the art ink collocation of iai^uage u soiLih! no 
i than symbol we certainly do nut get the m of poetry. Even where 
Hegel deab directly with rhythm and rhyme in the body of the treativt 
f chink it i* cleat he underrates all that h implied in the difference 
be tween the musical expression of poetry as cor united even with 
the cmorocs language of mere prnse. A further question upon which 
mure doubt i* permissible is how far the actual script In written or 
printed letters is not entitled to be regarded at Feast in urt the 
sensuous medium. No doalu the poem is not dependent upon it u a 
painting Is upon colour, or the canva«, which support! it, for it may be 
recited. Hut at lens! it is practically dependent open it for its preserva¬ 
tion. The point may very |iossihfy ttppe*r, however, as nugatory or 
entirely nnimportanl, beside the question whether (he medium of the 
:irt is r h<I really imaginative idea rather Shan articulate ipeedr, - r 1 
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ticular arts; they are the external art of architecture, the 
objective art of sculpture and the subjective arts of painting, 
music, and poetry. Many other classifications than these 
have baen attempted* for a work of art presents such a 
wealth of aspects, that it is quite possible, as lias frequently 
been the case, to make first one and then another the basts 
of division. For instance, you may take the sensuous medium 
simply. Architecture may then he viewed as a kind of 
crystallization; sculpture, as the organic configuration of 
material in its sensuous and spatial totality; painting as the 
coloured surface and line, while in music, space, as such, 
parses over into the point or moment of time replete with 
content in itself, until we come finally to poetry, where the 
external medium is wholly suppressed into insignificance. 
Or, again, these differences have been viewed with reference 
to their purely abstract conditions of space and time. Such 
abstract divisions of works of art may, as their medium also 
may be consequentially traced in their characteristic features. 
They cannot, however, be worked out as the final and 
fundamental principle, because such aspects themselves de¬ 
rive their origins from a higher principle, and must therefore 
lull into subordination thereto. 

This higher principle we have discovered in the types of 
art—symbolic, classical, and romantic—which are the uni¬ 
versal stages or phases of the Idea of beauty itself. 

Their relation to the individual arts in their concrete mani¬ 
festation as embodiment is of a kind that these arts con¬ 
stitute the real and positive existence of these general art- 
types. For bymboik art attains its most adequate realization 
and most pertinent application in architecture^ in which it 
expatiates in the full import of its notion, and is not as yet 
depreciated, as it were, into the merely inorganic nature 
dealt with by some other am The classical type of art finds 
its unfettered realization, on the other hand, in sculpture, 
tmating architecture merely ns the enclosure which sur¬ 
rounds it, ant! being unable to elaborate; painting and music 
into the wholly adequate 1 forms of its content. Finally, the 
romantic art-typo is supreme in the products of painting and 
music, and likewise in poetical composition, as their pre¬ 
eminent and unconditionally adequate modes of expression, 

' *-■1 * Ftrmtt*. Adequate in the vense ofbeici|j uuconditiaDaHv .. 
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Poetry is, however, conformable to all types of the beautiful, 
and its embrace reaches them all for the reason that the 
poetic imagination is its own proper medium* and imagina¬ 
tion is essential to every creation of beauty, whatever its 
type may be. 

To sum up, then, what the particular arts realize in par¬ 
ticular works of art, are according to their fundamental 
conception, simply the universal types which constitute the 
self-un folding Idea of beauty. It is as the external realUa- 
tion Of this Idea that the wide Pantheon of art is being 
raised; and the architect and builder thereof is the spirit of 
beauty as it gradually comes to self-cognition, and to com¬ 
plete which the history’ of the world will require its evolution 
of Centuries. 


FIRST PART 

THE IDEA OF FINE ART, OR THE IDEAL 
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THE POSITION OF ART RELATIVELY TO 
FINITE REALITY, RELIGION, AND 
PHILOSOPHY 


i 

T HE conclusion of the introduction hrings within sight 
the more methodical exposition of our subject. It will 
in the first place be useful as a point uf departure for a true 
philosophy of the beautiful to sum up shortly the position 
of Fine Art in its general relation to the Real, no less than 
to ranpbaiuc the salient features which distinguish the 
philosophy of Fine Art from other philosophical inquiries. 

(a) With this object in view we will first enumerate the 
diverse attempts which have been made to apprehend the 
beautiful in thought, placing each in the order which wit! 
best assist a critical verdict. Wc have already contributed 
something lo ibis in our introduction. And, moreover, we 
may add that the mere inquiry what others have contributed 
either rightly or wrongly to olir subject, at least with the 
hope of ascertaining something realty instructive to an ex¬ 
position which claims to be wholly scientific, wilt not assisL 
us much. So far from this being so we must preface our re¬ 
marks with the admission that, in the opinion of many, the 
beautiful, for the very reason that if is the beautiful, does 
not admit of such intellectual apprehension, is, in short, no 
object intelligible to human thought. To such a thesis we 
must for the present—in our response to those who at this 
time of day contend that all Truth is ultimately SncomprE' 
he risible, and only the ftniteness of the phenomenal and the 
contingent matters of temporal existence is within our mental 
grasp—reply that it is precisely Truth, and Truth alone, 
which is to be thus umprvhfndfd, and for this reason that it 
possesses the absolute or, more succinctly, the Idea 

fur itfc- feastc support. Xow beauty is no other than a par- 

uj 
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ticular dctermination, under which the True is expressed 
and revealed lo us; and it ties open to the fullest eomprfr 
beusion of thought in so far as such can equip it with the 
armoury of the concrete notion. It is quite true that no idea 
has suffered more severely in our own time from misconcep¬ 
tions than this which w'e call the notion in its fullest ex 
pi E rat ion. One is only too often misunderstood to mean a 
determination which Es abstract and onesided, or at least a 
conception of the analytical understanding. As thus under- 
stood neither the totality of Truth nor the idea of beauty as 
a concrete whole can be brought home to a thinking con¬ 
sciousness.. But the idea of beauty, as we have already ob¬ 
served, and shall seek to make more intelligible as we pro¬ 
ceed, is no such abstraction of the mind: rather it may be 
defined as the absolute notion in its self-evolved concrete¬ 
ness. Of still more specifically defined, the absolute Idea. 

(£) And, further, we cannot more succinctly define the 
ftbsvhile /i/iffi, in the above use of the expression, titan by 
saying it is mind (Spirit): and we may add that the mind 
thus referred to is not mind regarded as finite, that is, sub¬ 
ject to the conditions and limitations of sense-perception, 
hut the universal and adutittle Intelligence/ which, out of its 
own tree activity, determines Truth in the profoundcst sig¬ 
nification of the term. To the ordinary consciousness of 
everyday life the object of perception, no doubt, breaks 
away from mind, as though our thought stood in Opposition 
to Mature, which receives from us a validity equal at least 
to the consciousness which perceives il But in this way of 
looking at Mature and the qonscioub subject as two neigtv 
bouts set over against one another in territories equally sulf- 
subsistent it is only the finite and limited mind, not that 
which ii is as an infinite substance and in its notional truth, 
which is apprehended- Mature is not thus to be set over 
against absolute Mind, either as conjoint with a sphere of 
the Real of equal worth, or as an independent boundary 
thereto. Rather the aspect which Nature appears to hold 
in this respect is that which mind or spirit itself sets up. 
and of wdiich it becomes the product as a Mature in which 
limit and boundary" are thumselvcs determining constituents. 

1 The German w«d here is Gtiit. \ have translated i: as turn tccmi 
to suit ihe liamcular context TO which the Ucmrnti ward t- m * 
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In fact. Mind in its absolute or infinite substance can only 
be apprehended as this free activity, which is manifested in 
self-development through differentiation. This object, this 
other , through which such differentiation proceeds, is re¬ 
corded in such opposition as Nature, but as the object of 
intelligence it is quite os much indebted to Mind for the 
free gift and fulness of its own essential substance. We 
must therefore conceive Nature as herself containing in 
potency the absolute Idea. She is that Idea in apparent 
shape, which mind, in its synthetic power, posits as the 
object opposed to itself. She is so far a product, a creation. 
The truth of Nature therefore is simply the determination 
by mind of its own substance, its ideality and power of 
determination, through a process which no doubt begins 
with a separation of itself into two factors which apparently 
negate each other, but which, by the very activity of such 
negation and separation, passes beyond the contradiction it 
implies to a unity which heals the fracture. Instead of find¬ 
ing ourclves opposed to a limit and a barrier we have a 
totality in which the parts which opposed each other are 
fused together by the free universality of mind. This 
ideality, in other words this infinite power of determina¬ 
tion , 1 is that which constitutes the profound notion of Mind’s 
subjectivity. As subjectivity mind is, in the first instance, 
merely Nature, Mind, or Spirit that is not explicitly unfolded, 
mind which has not arrived at the grasp of its true notion. 
Nature is here set up in opposition to Mind, not as an 
object which itself has created, but as one whose limits it 
fails to overcome, an object, moreover, which, as assumed 
to be already subsisting in independence, Mind remains 
alongside of in the internal seclusion of knowledge and 
volition, and is only able to constitute the other side of 
Nature. The finitencss of scientific theory, no less than 
that of practical life, is to be found in this limited mode of 
consciousness, where intelligence is restricted to the use of 
finite categories and the formal ** ought ” in the realiation 
of ethical perfection.* We find here, as we have pointed out 

* Unmdiukt NrraiivittU. 

1 ThU b the " Ought" of practical feeling. A* such just as in the 
case of the analytical sciences, what tt locks o objective determination 
(*« of Mind." Irani, of W. Wallace, p. 94). 
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was the case with Nature, that the phenomenal is not 
adequate to the essential truth of that which appears; what 
we receive is still the confusing medley of abilities, passions, 
intentions, opinions, and talents, which no soonwr make 
themselves felt than they arc displaced, working at cross 
puposcs as often against os on the side of each other, in a 
strife between volition, opinion, and reflection, which brings 
to the surface every phase of fortuitous experience in all its 
confusing variety. It is the standpoint of the entirely finite, 
temporal, contradictory, and for that reason transitory, un¬ 
satisfied, and unreconciled spirit For the satisfactions which 
obtain in such a consciousness, through the finiteness which 
inseparably clings to its entire outlook, itself so limited and 
confused, arc of a purely relative and isolated validity. It 
is inevitable that consciousness, volition, and thought should 
make an effort to rise above this condition and seek for the * 
universality, unit)*, and satisfaction which it eventually finds 
in the infinite substance of Spirit and its Truth. This unity 
and satisfaction, to which mind is carried forward by the 
impulse of its own ideal activity, transmuting the raw 
material of its finite conditions, constitutes the first revela¬ 
tion of that which the world of appearances is under a more 
notional grasp of it Mind grasps its finiteness as the nega¬ 
tion of its own essential substance, and is aware of its in¬ 
finity. And this essential truth of the finite mind is the 
absolute Mind or Spirit. In this form of self-consciousness 
mind is merely actualized as absolute negativity. The ele¬ 
ment of finitude which it confronts is apprehended as such 
and annulled. In this, the highest sphere of its activity, 
mind becomes the object of volition. 'Ilic Absolute itself 
becomes the objeet of mind. Spirit, as self-consciousness, 
differentiates itself as the knowing subjut from the absolute 
Spirit as the object of knowledge. Mind in this latter sense, 
in contradistinction from mind which has not overcome 
the conditions of finite perception, may therefore be de¬ 
fined as a finite mind in possession of the principle of differ¬ 
entiation from its true object. In the higher and more 
speculative consideration of truth, however, U is the absolute 
mind itself, which, in order to unfold explicitly the know¬ 
ledge of itself, essentially becomes a principle of differentia¬ 
tion to itself, and thereby posits the finitude of mintf. ^thjn 
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which it becomes for itself absolute object of the knowledge 
of itself. It Is now absolute mind within the ideal com¬ 
munity 1 which belongs to it, the actual Absolute of itself in 
the lorfti of Mind and knowledge . 3 

This ia, in fact, the starting-point of the Philosophy of 
Fine Ait, For the idea of Fine Art is neither the fyguaj 
IfUn, absolute Thought, that b, which develops itself in 
the medium of its freest activity, nor is it the Idea of Naittrt 
apprehended under more Unite categories, Its province is 
rather that of Mind untrammelled by either the judgments 
or the actions of the finite spirit, 

(r) The realm of Fine Art is the realm of absolute Spirit 
We can but briefly indicate the reason why this is so. A 
fully philosophical proof belongs rather to treatises which 
immediately deal with those questions of philosophy we 
have noticed already, by which we mean those which treat 
of Ijugic, whose content, as above cm plained, is that of the 
absolute Idea, or the philosophy of Nature, or lastly, the 
philosophy of Mind in its determinate spheres of fjjiitude. 
Kor in these sciences the object is to show not merely how 
the logical Idea presupposes the objective particularity of 
Nature as a vehicle to its determinate existence, but also 
how it is capable of passing from such externality to mind, 
and, Anally, of freeing itself from all the tinitude that clings 
to it and of attaining to Spirit in its eternal concreteness 
and truth* 

From such a point of view, which is also applicable to 
art when regarded in all the fulness of worth it in truth im¬ 
plies, we are justified in associating it with the self-same 
province which be longs to religion and speculative philosophy. 
In every direction m which Mind or Spirit becomes identical 
with the absolute Mind it frees itself from the restricting 
limits of its positive existence, and, while liberating itself 
from the contingent relations, which pertain to it in its 

' /« tttmr Gmtmdr, We shield rather expect im :si*er Getufe. 

1 The wferenct Iwe 1r» be u? ihe three altitude* of thought 

lu the objective world which may be generally EfuJicated a* lhat 1 ‘j! 
ordinary eort^iouiacsii, Llut of cmpiiktswi and ihat of speculative I’hi- 
luwrphy. In itie paragraph which JnSlovri, hnwever. Hegel majnTy refer* 
le the iejntsU procew of dialectic and ihe Idea of Nature (Jit naim-lit&t 
fdiei. The latter may, however, refer to both the prenou* dtviiicmx. 
fit , 7, . tOfirnicirt-teit** l^int of view and ihe MrieRtific- 
I K 
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temporal existence, and the finite content of its objects and 
interests* is made aware of and discloses the entire wealth 
of reality it contains. 

It may be of service here to expand more completely the 
position which Art thus occupies in its relation respectively 
to the life of Nature and Spirit. 

A survey of the entire field of human existence presents 
to the ordinary consciousness of mankind the widest variety 
of interests and means of satisfaction. There is, in the first 
instance, the complex system of purely physical necessities, 
to the satisfaction of which the whole economy of industrial 
enterprise, through all its complicated tissue of commerce, 
merchandize, and technical crafts, is actively pursued. If we 
raise the level of our review to a more spiritual range, we 
are confronted with the world where rights are established 
and enforced, the world of legislative enactment, family life, 
division of social classes, in a word, the concrete living 
organism of the State. And more than this, there is the 
religious want, which asserts itself in the hearts of particular 
men and women, and finds its satisfaction in the life of a 
church. I'inally, there is the many-sided and intricately 
specialized activity of scientific research, the organized effort 
to integrate all knowledge, and the comprehension which 
that knowledge implies, in one all-embracing system. Within 
this latter are comprised the activities of the fine arts, the 
interest, that is to say, in beauty, and which derives its 
spiritual nutriment in the realization of that beauty in plastic 
shapes. 


(</) The question becomes inevitable how far a spiritual 
want of this kind is bound up as a necessary element in the 
life of man and his world-history. In the first instance these 
two spheres' appear simply as immediate factors of our 
entire survey. It is, however, the requirement of philosophy 
to probe more deeply into that which binds them as es¬ 
sential and necessarily interacting constituents of one organic 
whole. For on closer inspection it will be found that they 
do not stand in relation to one another on the mere basis 
of utility; rather we shall discover that only through the 
one we shall fully comprehend the other. In other words, 

1 The •phercs of an and social life are Am perceived ai merely in- 
uej.cn.Jcnt circle* of activity. • 
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the one circle overlaps the other, in the sen^e lhaL the higher 
forms of its activity art found to be a pan of the other; and 
I hat which Uof less value in its own province is lifted into 
a finer ttmosphuru; and what had failed to free itself from 
its original bounds is now enlarged to liberty through the 
profounder satisfaction it receives in the widening of the 
range of its interests . 1 And it is this which makes dear the 
necessity of the ideal bond, 

Wc will recall now for a moment the analysis we estab¬ 
lished of the notion of the beautiful and that of art gener¬ 
ally. Two opposed aspects come under notice. In the first 
place we have a content, an end, a significance; and in 
addition to that we get the artistic expression of the same, 
the appearance and realization of such content; and, thirdly, 
those two aspects of die artistic product so pass imo each 
other that the rationality or particularity is nothing short of 
the expression of the artistic purpose nothing mom or less 
is given us than the essential expression of the entire con¬ 
tent, What we designate mi content, “ significance,” is just 
this simplicity of idea, the work of art resolved into its 
simplest yet most comprehensive determinants, as it exists 
for mind in contrast with the actual work executed, Afc an 
example we may sutmuarire I he content of a book from a 
few' worth or sentences the book contains, and nothing may 
he necessary to expound the content of that hook sufficiently 
hi its general import. This simple idea, the thesis or main 
problem of our book, which forms the fundamental basis on 
which the entire structure is built, is the abstract sign i [le¬ 
ttuce. It is, only the detailed exposition which gives □& the 
concrete totality. 

Both sides, however, of this opposition do not stand in an 
indifferent or purely external relation one to the other, as, 
for instance, is the case when we contrast with it the par¬ 
ticular content of an abstract mathematical figure, such as a 
triangle or an ellipse, to which the external particularity of 
its sire or figure is related without affecting its significance. 
Rather in the former case we shall find that the content 

Tlwi 11 to say, tialkius huvr ridl only found in Art the belt niCini >:f 
c.iprvuing their rdigioui cwuctcwulc**, Imi, even where ictigiirn b> 
fwo raised W a higher power, have found in it flic most aik-qiiate f«m 
in'whi'. . the idc-jitt}' hj f ihtlr general .pLritUil tile. 
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of its form, taken in abstraction in itself, possesses a deter¬ 
minate impulse in the direction of realization and thereby 
concreteness, There is in it essentially the 4 f s&turfd n of 
purpose. However strongly form h here posited* in in¬ 
dependence, we are unable to rest satisfied with such ab¬ 
straction, and ask for something more. This is at first 
apprehended merely as art unsatisfied want, a desire in the 
conscious subject, which strives to annul itself and secure 
satisfaction. From such a standpoint all we can say is that 
the content is purely self-contained, or suhja'tiiY t over 
against which the objective other-than-itself b placed in 
opposition in such away as to emphasize the desire to make 
the subjective content objative* Such a conflict between 
the subjective content and the objective reality which con¬ 
fronts it, no less than the mere impulse to transcend the 
opposition, is a universal characteristic of the determination 
of all self-conscious life . 1 Even that aspect of human Life 
which wc call physical, and still more that world of man fc s 
spiritual aims and interests depends on this necessity to 
carry forward that which is at first purely subjective and 
ideal into the objective world, that a fuller satisfaction in its 
essential substance may be realized But so long as the 
content of aims and interests is merely and at first appre¬ 
hended in the one-sided form of subjective consciousness, 
and that one-sided ness is apprehended as a mere Limit, this 
Loss makes itself simply hAt as unrest or pain. It is a nega¬ 
tive something which is bound to resolve itself as such nega¬ 
tivity, and, in order to remove the sense of defect, exerts an 
impulse to transcend the barrier itself, already an object 
of consciousness and thought. And, moreover, this tran¬ 
scendency docs not merely amount to this, that the ob¬ 
jective 44 other" ceases to be an opposed factor to the 
general subjective consciousness: rather in the more deter¬ 
minate connection, this defect of suhjttfhx thought is itself 
and within itself a defect and Higatwn which involves an 
impulse to negate and pass beyond. In other words the 
conscious subject is implicitly and according to its essential 
notion the complete wksk* that is, not merely what is inward, 

1 WtUke liiA dunk ailti hindwfhzitki. #>„ which KrroeaUt alt 
etpexkoct- 

* In (hi*, metaphysical pa^e Itej-ef ajipeirh (O be canUE^fig lu- 
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but the realization no less of that which is inward or ideal 
in and through what is without. If we assume that it exists 
only abstractly in one form, we have to face the contra- 
dictiojf that whereas it is* according to its concrete notion 
the whole, yet according to its mode of existence it remains 
merely one side of that totality. It is only through the 
entire resolution of such a contradiction that life becomes 
affirmative. To pass through each phase of this opposition, 
contradiction and its final abrogation is the higher and 
legitimate demand of conscious life. That which remains 
always afhmative, is, and remains* without life. Life is built 
upon negation and pain. It is only by crushing out such 
contradictions in the crucible of fuller life and knowledge 
that it remains in it* affirmative substance, _ If it anchor 
wholly on contradiction without such a possibility of resolu¬ 
tion it must be infallibly wrecked thereon. 

Such, then, is the nature of these determinations of thought 
regarded in their abstraction to which it was necessary to 
draw attention at the present stage. 

The rnosr exalted content which lies within the grasp of 
self-conscious life may be concisely called /rt adorn. Freedom 
is the highest determination of Spirit. In its Formal aspect 
freedom* in it* first instance, consists in this, that the sub¬ 
ject thereof ceases to find a limit or barrier in the material 
which is set over against it; this is no longer an element 
foreign to it, but otic in which it finds itself again. Even 
under this formal definition of It all necessity and misfor¬ 
tune disappears; the individual consciousness is reconciled 
with the w r o.rld, finds satisfaction in such reconciliation, and 
all opposition and contradiction is thereby dissolved. 

But over and above this, on closer inspection, we find 
that it is universally the rational—that is to say ethical 
relations in practical life, truth in thought—which con¬ 
stitutes ihe content of freedom. But, furthermore, inasmuch 
a* freedom itself is in the first instance only subjective, not 
wholly carried into effect, there must remain for the indi- 

nwn philosophical atatulpomt, nlwolittc idealism * with ihil of critical 
or empirical philosophy, ih^se pi lean who concei ve realjlY either ui a 
thin^-in-itself, or ihe maDtria tupplidl to sc Rip-perception from a wcurW 
■ riilatdc 1 tie human ci>nsciou*nc ■. The entire eonienl of ihe Beat is, r,ci 
v*^*' try, all included uud<i ike fainr of ieh-conicioiii thought. 
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vidua I an element of unfreedom, a somewhat purely objec¬ 
tive opposed to it as a necessity of Nature; and it is accom¬ 
panied likewise with the tie man d to secure a reconciliation 
of this opposition. From the reverse point of view if similar 
contradiction is apparent in the internal domain of the sub¬ 
jective consciousness itself. We have, on the one lvand r 
that which is universal and self-subsfrlent in its own right,, 
in other word:! the universal dictates or principles of justice, 
goodness, and truth. On the other there arc the various 
impulses of mankind, all the emotions, preferences, and 
passions which exercise their power over the heart of each 
man and woman individually* This opposition no less than 
the other excises conflict and contradiction, and in this strife 
man becomes subject to every conceivable long!rig, the 
profoundest grief, and, in a word, to every kind of worry 
and discontent. It is the prerogative of the spiritual life of 
mankind to be a veil severed and broken asunder, tossed as 
it must be on the waves of contradiction* The animal crea¬ 
tion lives at peace with itself and its environment. Man is 
unable to find a complete refuge in that which is exclusively 
inward, the soul as such* pure thought, in the world of legal 
obligation and its umversa/ify, He is dependent also upon 
his sensuous existence, his emotions, and all that appeals to 
his heart and soul. It is the part of philosophy to give 
expression to this contradiction in thought, as it extends 
throughout its alfembracing compass, and to overcome the 
same with a reconciliation equally comprehensive. 

In the immediacy of everyday life* however, man seeks 
to secure an fm mediate satisfaction. Perhaps the most 
obvious example of such a resolution is to be found in the 
domain of animal wants and their satisfaction. 

The states of hunger, thirst, fatigue on the one hand, and 
feeding, drinking, sleep on the other* with all such similar 
states, illustrate the contradictions and resolutions to which 
we here refer. 

In this sphere of human existence, which is fundament¬ 
ally the same its purely animal life, the content of such satis¬ 
faction is, however, of a finite and limited range. Such 
satiety carries with it no permanence, but moves forward 
without re*t to a renewed sense of want. Men vat, drink, 
and sleep, and on the morrow- arc as hungry and *^ry us 
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before. Man is compelled, therefore, to strive for a freedom 
more lasting in that element of the spiritual life which hr 
appropriates in knowledge and volition, the sciences and 
his social activities. The ignorant man is unfree because he 
faces a world which Is foreign to himself, a world which 
tosses hither and thither aimlessly, to which he is joined a* 
an appendage, unable to unite that foreign world to itself, 
and to feel itself at home there as in its own demesne. The 
merest impulse of curiosity, the awakening of the love of 
knowledge, the lowest phase of animate unrest, and the 
highest grasp of philosophical insight are ultimately derived 
from the same source, namely, the desire to overcome every • 
condition that is unfavourable to freedom, and to bring the 
world of everyday life, and that of the subject which reflects 
upon it, into one harmonious unity. If we consider the 
world of titfwn the result is the same; freedom in human 
action is the attempt to make positive or real the reason of 
the Will. Reason Is realized by voluntary action through 
the life of the State. In a State that is differentiated through 
itself on any rational principle, all the laws and social 
institutions which belong to it are simply a realization of 
freedom according to their own essential determinants. 
This being so* the reason that belongs to any citizen dis. 
covers in such institutions its own essential life: and, sso long 
as such is not in revolt from those laws, proceeds with them 
as with its own kith and kin rather than a foreign adversary. 
We not infrequently find licence identified with freedom. 
But the freedom of licence is irrational; it depends upon, 
a choice and self-determination which has nothing to do 
with a rational will, but h rather the product of accidental 
impulses and their dependence on the world of sense and 
physical Nature. 

We may conclude, then, that the physical needs of man, 
no less than his knowledge and power of volition, receive 
in fact, each in its own sphere, a satisfaction in the world, 
and deliberately break up the contradiction between the 
subjective and objective, that is to say, between the freedom 
of consciousness arid the external necessity of things with 
which it is confronted, Thu content, however, of such a ^ 
freedom and the j-atisdacllon which Is therein experienced I 
js still subject to and for this reason both still \ 
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retain an element of finifudt. And wherever we find such 
an element supervening it is inevitable that the original 
contradiction should again reassert itself, and the self- 
satisfaction only maintain a relative significance, /’or ex¬ 
ample, in the sphere of jurisprudence and its realization in 
the State it is true enough that the rationality of each 
citizen, his will and his freedom are recognized; he is a 
person and as such is respected; he is the owner of 
property, and if that property is in danger the courts of 
law reassert his rights in their integrity. This recognition 
however, and the freedom it establishes arc confined to 
tingle relations and isolated objects* such as a particular 
house, a sum of money, some particular right or law, in 
fine some particular transaction in the practical world. 
IVhat the consciousness has at any one time before it are 
particular things* which no doubt are related to one another, 
and in fact form a nucleus of such relations; but, on the 
other hand, they are appropriate to categories of purely 
relative validity, are subject to various conditions of tenure, 
which make the satisfaction only immediately experienced 
when their predominance is reasserted, ornt any rate fail to 
establish any degree of permanence. Add further than this 
the life of the State En its organic entirety, as a related whole 
of monarch, government, courts of justice, military control, 
and general grouping of all the various societies which com¬ 
pose it, no less than the obligations and duties which such 
arrangements presuppose, the aims and satisfaction to which 
they are directed, the entire scope of its civic and com¬ 
mercial activities already referred to, in one word the com¬ 
plete organism of a nation's life, is indeed in a genuine State 
complete in itself, and in a sense rounded off as a real total¬ 
ity. At the same time we must observe that the fundamental 
prinqffot for the realization of which the State exists, and 
wherein the individual man fihds his satisfaction as a citizen, 
is, despite all the variety of that life, all the manifold differ¬ 
entiation of class within itself and as related lo the world 
without, still a whole that is oncsidtd and in a real sense 
abstract. It is only the rational freedom of the ad// made 
explicit in a particular totality. It is, in short, only thu 
national life, and further the life of a pcrt&uiar nation; a 
life, moreover, in which freedom h realized in a f*a#£ntm' 
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sphere of existence as individreality, And on this 
account it is that we are necessarily conscious, that rights 
and obligations in the mere bounds of civic existence, on 
the plane* that is to say, of merely this world's or temporal 
existence, do not discover the absolute satisfaction we arc 
seeking. We require as rational beings a higher realization 
oi their objective truth as private individuals, a fuller sanc¬ 
tion of their imperative validity than they themselves, in 
such a sphere, can offer us. What mankind, pressed on all 
sides by the boundaries of his purely terrestrial life, in fact 
requires is that region of more essential reality, in which 
every opposition and contradiction is overcome, and free¬ 
dom can finally claim to he wholly at peace with itself. 
And this is, of course, nothing other than absolute Truth 
itself, no merely relative truth. In the Truth, according to 
its highest notion, all must he brought home to one unity. 
In it them can be no more opposition between freedom and 
necessity, Spirit and Nature, knowledge and the object of 
knowledge, law and impulse, between whatever form, in fact, 
the opposition of these contradictory phenomena of human 
experience may assume. 

It is in virtue of such truth that proof is possible that 
neither a freedom which is essentially subjective and dis¬ 
parate from every dement of necessity is true in the abso¬ 
lute sense; nor, on the other hand, is it admissible to 
predicate truth of a necessity conceived in absolute isolation 
from consciousness. Our ordinary conscious life fails to 
overcome this contradiction, and either plunges desperately 
into the same* or thrusts it on one side and makes its escape 
from it in some other way. Philosophy will, however, so 
address itself to the two determinating factors of the con¬ 
tradiction as to show that they arc apprehended as isolate 
from each other in abstraction, not according to their con¬ 
crete notion; and by the grasp of this latter it will demon¬ 
strate the one-sidedness in its relative character, placing 
these opposing aspects in the fuller union and harmony 
which Is truth. It is the function of philosophy to grasp 
and formulate this notion of truth. Unquestionably philo¬ 
sophy recognizes the concrete notion throughout; and it Is 
in virtue of this that it is Thought with full grasp of truth, 
fkit *hat we call the notion is something other than this. 
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truth, that is, in its essential verity together with the existence 
which is either adequate to it or is not so. In all finite 
reality’ the determinations, which are essential to ideal truth, 
appear separable from each other, dividing the veib of that 
which in its absolute Truth is a complete totality. Take the 
case of a living being. Under such finite categories we are 
forced to regard it as a subject in opposition to the inorganic 
Nature which environs it. Both the points of view are no 
doubt present in the notion, but they are there reconciled. 
Finite existence, however, thrusts them apart It is, in short, 
an existence or reality which is unequal to the unity of the 
notion. We may therefore say that the notion is valid in 
every sphere of actuality. At the same time the main point 
to be determined is whether the notion in its ideal concrete¬ 
ness is actually completed in the particular unity presented, 
wherein the two aspects posited tn opposition persist in no 
ultimate self-subsistence and coherence over against each 
other, but are rather ideal phases which tend to pass into a 
higher unity which cancels such opposition. And the reality 
of this highest mode of union is only reached when we enter 
the sphere of truth, freedom, and the satisfaction which they 
create. The higher life which belongs to this sphere, this 
supreme enjoyment of truth, which as feeling is called 
“blessedness,” and as conscious thought “contemplation,” 
we may describe generically as the life known to religion. 
For religion is just this universal domain , 1 in virtue of 
which the one concrete totality of the World comes to each 
man in union with himself as his essential substance, while 
it remains no less for consciousness the essential truth of 
Nature. And it is this profounder truth of the Real which 
alone proves itself invincible over all that is merely par¬ 
ticular and finite, being as it is the one absolute harmony 
wherein all that is otherwise discordant and opposed is 
finally resolved. Now it is through its direct concern in the 
true, regarded as the absolute object of consciousness, that 
Art belongs to the supreme sphere of Spirit, and it is to be 
placed, in respect to its content, if in a more specific sense, 
on the same basis as religion and philosophy. I connect 
these two last for the reason that philosophy has no other 

' lie mean*. I ihink, province of the univrrxd, rather than uni- 
venal expansion of hoeijon." ,jg • 
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object than God. In its substance it is in fact rational 
theology, and in its service of the truth a continual service 
of God. 

(r) Accepting, then, this fundamental similarity of content 
these three spheres of absolute Spirit only differ in the 
formt under which they present their object, that is, the Ab¬ 
solute, to human consciousness. The differences which arc 
perceptible in these modes of presentment are due to the 
notion of the absolute Spirit (Mind) itself. Spirit, in its 
truth, is essential substance brought home to itself. It is, 
therefore, no essence which lies outside and in abstract rela¬ 
tion to objectivity, but rather is, within the compass of that 
objectivity, the re-collected presence ' of the substance of all 
objects within finite spirit. It is the finite which grasps its 
own essential universality, and, in doing so, grasps essential 
Being in the absolute sense. The first mode of this com¬ 
prehension is an immediate one, that is to say, it is a sensu¬ 
ous cognition, a cognition in the form and semblance of the 
object of sense-perception, in which the Absolute is presented 
directly to the understanding * and feeling. The second form 
is that of the conceptive or imaginative consciousness. Last 
of all, we have the free thought of absolute Spirit. The form 
of sensuous perception is appropriate to art in the sense that 
it is art which presents truth to consciousness in its sensuous 
semblance; but it is a semblance which, under the mode of 
its appearance, possesses a higher and profounder meaning 
and significance, although it is not its function to render the 
universality of the notion wholly intelligible through the 
medium of sense. It is indeed rather the unity to which art 
attains with that of the particular appearance which con¬ 
stitutes the essence of the beautiful, the essence of the art¬ 
istic product. This union is perfected in art not entirely 
through sensuous objectification, but also through the 
medium of imaginathte conception. This is exceptionally so 
in the art of poetry. At the same time, even in this, the 

1 The words of 11 egel are “ innerkalb deritiben fm endluktn Ceiste die 
Erinnemng da IVestns alter Din ft. n He do doubt has in his mind the 
derivation of the word Ennnerung. It is the mwardiiatten or idealiza¬ 
tion of such substance. 

1 Anukauung, that is to say, it is the object of roan’* receptive 
senvdl 
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most intellectual or ideal ait, the union between significance 
and the individual mode of its presentation is present with 
the same,, although it is displayed to the imaginative con¬ 
sciousness, and every part of its content is conceived in 
its immediacy and visualized for the imagination , 1 And 
j generally we must accept the fact that art, possessing as it 
does truth or Spirit for its object, is unable to reproduce the 
same by merely copying particular objects of Nature, such 
as the sun, moon, earth, and stars. Such are, no doubt, ob- 
-jects of sensuous perception; but, simply as such, they are 
isolated and can offer no reflection of what is spiritual. In 
thus attributing to art this ahsolute significance as a mani¬ 
festation of Spirit we have expressly set on one side the con¬ 
ception of art which finds its content of too various a nature, 
or too much occupied with interests foreign to it, to merit 
1 such a view, And at the other extreme religion, no doubt, 
frequently summons art to hot service, in order to bring the 
truths of religion more near to the emotion, or to clothe the 
same in imaginative form. In both cases unquestionably 
art is rendering a service to a province not, in strictness, its 
own. At the same time where art is found in most exalted 
perfection, in that case no doubt it unfolds in plastic guise 
the mode of exposition most adequate and essentially ne- 
• cessary to the content of the truth accepted. Among the 
Greeks, for example. Art was the highest medium under 

I which the community conceived its gods, and became con¬ 
scious of truth. For this reason wc may justly say that the 
poets and artists of Greece created the gods of their people. 
In other words, they defined for the imagination of their 
people the active life and energy of the Divine Presence, 
giving them the definite content of a religion. And ibis 
statement must not merely be taken to imply that all Greek 
artists did was to do the in imagery or embellish with the 
beauty of poesy vague conceptions and hearsays which, as 
general religious maxims or isolated determinations of con¬ 
scious life, were already present before the era of such poetic 
creations. The truth of this artistic production is rather to 
be found in this, that art and poetry were the exclusive forms 

1 The (jsmCEnation h clearly wrong. 1c li film very possible |ti*( 
%lrrjiU>fm i‘3 misprint far ditstH't. Bel many en.*s (here l*e comm a 

rattier ibeti temicatan, * ■ 
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in which these creative artists could bring to life and ex¬ 
pression the ideas which fermented in ihemsetves. In other 
phases of that consciousness, where we hnd the content less 
completely represented by the plastic imagery or art* ihe 
scope of Art as the handmaid of religion ts of less im¬ 
portance. 

We have thus indicated what wa% at any rate, oiice the 
true position of Art in its reEation to the highest interests of 
man's spiritual life. 

But inasmuch as ail is preceded in Nature and the finite 
processes of life by a kind of antenatal history ,, so too there 
is a history that follows its culmination, which in other 
terms passes over and beyond its purely conceptive or plastic 
grasp of the Infinite, For art carries in the notion that gives 
it life a limit; and it is from this boundary that the human 
consciousness passes beyond into forms more adequate to 
its; spiritual import. It is this inherent j/wffMJ of the rtiarh 
that fixes the subordinate position we are only too ready to 
assign to art in our daily life nowadays, t or us European 
art is no longer the highest means in which the actuality of 
truth is possessed. Speaking generally, thought has Song 
ago pronounced a verdict upon art when it defined it as the 
portrayal of the Divine by concepts which appeal to sense- 
perception. Tliis was the judgment passed on it by the Jews 
and the followers of Mohammed. Nay, wo find it present 
among the Greeks themselves* as the strong opposition of 
Plato and Homer and Hesiod to the popular conception of 
the gods proves clearly. There is a period in the education 
pr every civilized nation, when art becomes a sign-post* as it 
were* to that which stands beyond her border. The evolu¬ 
tion of Christendom is itself an illustration. The historical 
features of that religion* the resurrection of Christ, His life 
and death, have doubtless offered to the art of painting a 
mighty field on which to exercise its imaginative bounty; 
and the Church has either surrounded such art with its mag¬ 
nificent protection, or suffered it simply to work on un¬ 
heeded But as the love of knowledge and seien tilie research, 
and yet more the felt want of a more intimate and personal 
spirituality necessitated the Reformation, the religious ima¬ 
gination was called away from the sensuous medium which 
eifWiapped it, and centred once for all upon the inward 



THE PHILOSOPHY OF 


14* 

spirituality of emotional life and conscious thought. In this 
way there grew up, so to speak, that posterior twilight of 
Art’s history I referred to, where the want has found a 
dwelling in man to rest satisfied alone with the pure fnedium 
of the soul as the ultimate form of truth. In the earliest be* 
ginnings of art we shall find mystery still present, a secret 
strain and longing which persists because Art’s imaginative 
powers are unable to envisage to sense the complete truth 
of its content. When once, however, the mind of man has 
succeeded in endowing such content with perfect outward 
shape in art, it is driven inevitably away from this objective 
realization to its own free spiritual activity as from some¬ 
thing repellent to it. A period such as this is our own. We 

I may, indeed, express the hope that art will rise to yet higher 
grades of technical perfection; but in any case Art in its 
i specific form has ceased to meet the highest requirements of 
J spiritual life. We may still wonder at the unrivalled excel- 
j lence of the statues of the gods of Hellas, and imagine 
I that God the Father, Christ, and the Virgin Mary have rc- 
5 ceived ideal representation at the hands of more recent 
I painters. But it is of no use. Our knees no longer bow to 
I them. 

I The sphere of conscious life nearest to that of art is that 
of religion. The form which belongs to the religious con¬ 
sciousness is that of the imaginative cotta pt. The Absolute 
1 is here removed from the externality of artistic production, 
and received in a more spiritual way by the imagination, so 
that the heart and emotions, the inner life of the individual 
that is to say, become its vehicle. This progress in spiritual 
insight from art to religion may be further defined by the 
statement that art is only one aspect of the religious con¬ 
sciousness. In other words, when a work of art objectifies 
the truth or mind for sense-perfection, and apprehends this 
form of the Absolute as the one appropriate to its vision, re¬ 
ligion blends with the same the devotional attitude that 
flows from the inner life confronted with the absolute reality 
as thus presented. Devotion is a type of emotional exist¬ 
ence which is, strictly speaking, outside the province of art. 
It originates in the fact that the individual suffers that object 
which art has rendered visible to sense to penetrate the 
arcana of his emotional life, and so completely id<4itiffcs 
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himself with it that this inward presence* which the imaginn- 
lion and the inherent might of feeling has rendered possible, 
become an essential phase in the manifestation of absolute 
reality, ^Devotion is this cultus of the community in its 
purest, most intimate, and subjective form; a culture, in 
which the principle of objectivity is at the same time con- 
sumed ami absorbed, and the content thereof is transmuted 
without such objectivity into the possession of heart and 
soul. 

The third and last form or phase in the evolution of ab¬ 
solute mind (spirit) is philosophy* In the boundaries of the 
religious sphere, where God ts apprehended in the first in¬ 
stance perforce as an external object, and men are uught 
that there is a God* and how He has revealed Himself and 
still is revealed to mankind, the subjective consciousness is 
indeed made the vehicle of such knowledge, and the religious 
sense imparled stirs and fills the heart of the community; 
but the inwardness of devotion which is born of the emotions 
and the imagination is not the highest form of inwardness. 
We are bound to recognise that the purest form of know¬ 
ledge is conscious thought in ita freest activity. In this atone 
the content of knowledge is adequate to the demands of 
ili.ii which is consciously apprehended: hero alone we arc 
in the presence of that most intelligent form of cultus, which 
seeks w holly to appropriate to itself, and to grasp in concrete 
thought what is otherwise only the evanescent content of 
reding or the imagination. In the purview of such a philo¬ 
sophy art and religion, as two aspects of one truth, become 
related under a unifying conception. On the one hand, 
though philosophy, by its surrender of all sensuous ex¬ 
ternality. has lost the objfrfhx presentation of art, yet it has 
exchanged it for the highest form under which concrete 
reality is objectively apprehended and redeemed, in other 
wordfp that of speculative rtasan. It has, on the other, lost 
the emotional subjectivity of the religtouh consciousness in 
the same pure medium. For while human thought is the 
must inward and appropriate vehicle of subjective life, such 
thought, in its fullest grasp of truth, the Idea, is actuality in 
the most objective and universal sense of the term, and h 
only tc| be apprehended by pure thought in the medium 
native to itself. 


Ill 


THE PHILOSOPHY OF FIXE ART 


With this adumbration of the difference between the 
spheres of ait, religion, and philosophy we must on the pre¬ 
sent occasion rest content. 

The sensuous mode of consciousness is that which first 
appears in the history of mankind- The earliest stages of 
religion are for this reason indistinguishable from a religion 
of art and its sensuous manner of presentation. In the re¬ 
ligion of Spirit for the first thins is God as Spirit cognized 
also on a higher plane, and one more adequate to thought, 
wherein it likewise follows as a corollary, that the presenta¬ 
tion of truth in sensuous shape is not truly adequate to 
Spirit. 

Xow that we know something of the position which art 
occupies in the field of spiritual activity, and that which 
belongs to the philosophy of art among the several philo¬ 
sophical sciences, we wilt proceed in this introductory portion 
of our work in the first place to investigate the general idea 
of the beauty of art 



SUBDIVISION OF SUBJECT 

IDEA OF THK EKADTV OF ART, OTHERWISE, FINE ART 

arrive at the Idea of Fine Art in all its concreteness 
A it wiD be necessary for us to consider it under three 
phases* 

* f 

r* The first is concerned with the notion of the beautiful 
generally* 

2- The se&md is that of natural beauty,, the defects of 
which will demonstrate the necessity of the Ideal as Pint 
Art 

& In the third of these aspects the subject of our in¬ 
vestigation will be the Idwl in its positive realisation, in 
other words as the artistic display of this Ideal in particular 
tBffris of art 




CHAPTER I 


THE NOTION 0? THE BEAUTIFUL IN ITS 
GENERAL SIGNIFICANCE 

i 

W E have defined beauty to be the Idea of the- beautiful. 

By this definition is implied that we have to conceive 
the beautiful as Idea, and, moreover, as Idea in a determinate 
shape, as Id ml. Idea, as thus posited, is just ibis, the ton- 
ceptive notion, the realization of the same, and the unity of 
both- The notion, as such, is not yet the Idea, although the 
terms notion and idea are often loosely interchanged. Idea 
is the not ton only as presented in, and brought into coales¬ 
cence with, its objective reality. This unity, however, is by 
no means to be regarded as the mere mv&aKmtiw of 
notion and reality, so that the individual character and 
quality of either is absorbed; as, for example, where we find 
that in a chemical coin pound salt-potash and acid tend to 
neutralize each other in so far as they have weakened their 
opposition. In this unity, on the contrary, the notion is 
retained as the -commanding Factor. It is already implicitly, 
in virtue of its own nature, this very identity. Out of its 
own wealth it evolves the reality as part of itself, by means 
of a process which, being no other than that of develop¬ 
ment, surrenders nothing of its own nature, but brings into 
more concrete actuality the riches of the notion, and for this 
reason continues in unity with itself and it* objective realiza¬ 
tion. Such a unity of the notional concept and its realization 
is the Idea defined in abstract terms. The word idea is, of 
course, frequently used by authors of works dealing with the 
theory of art. It must, however, be admitted that many 
connoisseurs of high standing are particularly severe upon 
io employment. The latest and most interesting example of 
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this polemical attitude is to be found in Herr von Rumohr 5 
«Italian investigations." This work is based on the practical 
interest that the arts excite, and is wholly unconcejjted with 
that which for brevity we may call the Idea. The truth is 
that this writer, who appears to have no knowledge of the 
development of philosophy in modem times, freely confuses 
the expression as above defined with the undetermined 
conceptions of the phantasy, or the abstract and character¬ 
less Ideal of well-known art theories or schools of art, ideas 
which present a lean contrast to the clearly defined and 
richly caparisoned objects of Nature in their truth, and 
which this writer opposes to the idea and empty Ideal, which 
the artist himself evolves from his own consciousness. We 
have, of course, no more right to suppose that creative work 
can be the result of such poverty, than we can with justice 
assume that a thinker can think with conceptions wholly in¬ 
determinate, and persist in his thought with a content desti* 
lute of all defined relation. Such an objection, however, 
does not apply in any respect to the Idea in the sense we 
use the expression. This Idea is through and through con¬ 
crete; a whole which consists of relations and is simply 
beautiful from being in direct union with the objective form 
adequate to its expression. 

Herr von Rumohr has placed on record in this very book 
(Book I, pp. r45-46) the following assertion, that “ beauty in 
the most comprehensive meaning of the term, and as it is 
understood by intelligent people of our day, includes every 
quality of an object, which may either stir the sense of sight 
with satisfaction, or through that sense attune the soul and 
delight the mind." 

These qualities are then further subdivided into three 
classes as follows: “First, there is all that is perceptible 
through the eye; secondly, that which is apprehended by 
means of the peculiar, presumably innate sense of mankind 
for spatial relations; and thirdly, all that in the first instance 
works upon the understanding, and only indirectly through 
cognition on the emotions.” This third and roost important 
determination rests apparently on forms “ which quite inde¬ 
pendently of all pleasure to the sense and the beauty of 
extended shape arouse in us a specific delight which is 
ethical or spiritual in its quality, which in part to all ap{fcar- 
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aiicc proceeds from the enjoyment wc derive from the 
images excited (I presume he means ethical or spiritual 
ones),' and in part from the pleasure which the mere activity 
of an intelligent appreciation infallibly brings with it.” 

Such are the principal factors according to which this 
undoubted connoisseur of art defines his subject relatively 
to the bcautifuL It may very possibly pass muster with a 
certain type of uncritical reader. It is, however, very un¬ 
satisfactory regarded from the philosophical standpoint, tor 
what docs it at bottom amount to but this, namely, that the 
sense of vision or spiritual sense, we may add the under* 
standing itself, are moved pleasurably, or excite a feeling 
which results in awakened pleasure. The entire argument 
hinges on this one aspect of awakened gratification. This 
reduction, however, of the activity of the beautiful to terms 
of feeling—that which pleases and charms us—has been dis¬ 
posed of once for all by Kant. His exposition has already 
left far behind the feeling for the beautiful. 

We will direct our attention now from this polemical 
tractate to a further consideration of the Idea its hostility 
has failed to weaken. In this, as already stated, is com¬ 
prehended the concrete unity of the notion and its objective 
realization. 

(a) Now, first, wc will observe, in directing our attention 
more closely to the essential nature of the notion, that it is 
no purely abstract unity opposed to the differences of phe¬ 
nomenal reality ; rather, as the notion, it is already the unity 
that integrates those relations, and by doing so is concrete 
totality. The abstract conceptions such as man, the quality 
blueness, and their like, are not notions as such at all, but 
rather should be called abstract general concepts, which arc 
only raised to the dignity of the notion, when we have 
demonstrated that they contain opposing factors in unity, 
and, in such a way, that this self-related nexus of unity con¬ 
stitutes their notional truth. For instance, the concept “ blue¬ 
ness " as a colour receives such a notional value when it is 
grasped as the unity, and, indeed, the specific unity of light 
and darkness.* In the same way the concept “ man ” con- 

* Thu i*, of course, • note of Hegel himself. 

» This, of coune, has reference to Hegel’s unfortunate belief in 
Goethes theory of colour. 
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uins within it the opposing factors of sense, lire, and reason, 
body and mind (spirit); but a particular man is not to foe 
regarded as a whole consisting in some way of these two 
aspects of his personality placed in a relation of indtfTerenee 
side by side as constituents of the same: Rather, in virtue 
of the notion, such a whole contains these constituents in 
concrete and mediated 1 union. Add to this that the notion 
is so completely the absolute foorid and unity of its differ¬ 
ences, that independently they cease to exist, they are unable 
to assert the particularity, in virtue of which they might 
escape from such a union. For this reason the notion in¬ 
cludes all its determining constituents in the form of Its own 
ideal unify and universality, which constitute its svbjetfiv* 
character in contradistinction from the real as the object of 
sense-perception. For example, gold is, as a particular object, 
of specific weight, definite colour r and placed in a certain 
relation to specific adds. Such are varied characteristics of 
gold, and yet are invariably found in a unified whole. The 
smallest speck contains them all in inseparable union. By 
analysis or abstraction we indeed separate them, but in their 
notion they are inseparably one- The inability of the differ- 
ejKCs, which the notion in its truth essentially possesses, to 
stand alone in their isolated self-identity is of n similar 
nature, A still more apposite illustration is presented by the 
unique concept of the self-conscious Ego in its universality. 
For that which wc call soul, or more appositely the Ego, is 
the notion itself in its free existence. The Ego contains a 
congeries of most distinct concepts and thoughts in itsdf; 
it is a world of ideas; yet none the less this infinitely com¬ 
plex content, in. so far as it lies within the Ego, remains 
without a vestige of Substantiality or materiality packed 
Within this ideal unity, as the pure and throughout fluid 
trams latency of the Ego itself reflect,-d io nself! And this 
is precisely the way in which the notion retains its varied 
determinations in ideal unity- 

The determinants of the notion which arc most cognate 
to the not tern as such are the untvtrsaf, the pariimhr, and 
the single. Every one of these determinate qualities taken 

1 Mediated jw rmitttlfy because the toneme U ftrtt apprehended 
through 3Is Uiflercnces, and only after reflection do we am re at th- 
ncstkiftal unity T*titeh Iranweftrh and finite* them. t 
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by itself is a mere abstraction. As thus regarded, however, 
abstract, that is to say* from one another, the)- are not present 
in the notion: that is rather their ideal unity* The notion is 
therefqye the universal, which, on the one hand, negate> 
jtseli' to a condition of relativity and partkuiarisatb*, but, 
on the other, this riving asunder, in so far as it b motion 
of the universal, is itself again annulled. For the universal 
as present in the particular, which itself is only the particular 
aspects of the universal itself is present in no _particular 
^S'jsolutelv, but rather in that very particular reaffirms once 
more its essential unity as universal. In this return upon 
itself the notion is infinite negation; negation, 1 mean, not as 
against another, but self-determination, in which alone it 
subsists in its positive and correlative unity. In this way it 
is fingxlarity in its truth; it is the universal nexus which 
shuts itself up with itself in its particulars. As the highest 
example of this property of the notion we would refer back 
to what we have already, if in it summary way, said about 
the essential activity of Spirit 
Through this infinite capacity of return upon itself die 
notion is already, by virtue of its intrinsic wealth, totality. 
Tt finds the unity of itself in the being of another, and for 
this reason possesses a free activity, being, however, nega¬ 
tion as self-determination, not as the alien limitation of its 
uwn substance through something other than itself. But 
regarded as such totality the notion is already in poten¬ 
tial possession of all phenomenal reality, and is that which 
mediates and restores the unity of the Idea. And whoever 
ventures to think that in the Idea we have presented to ui 
something totally different atid apart from the notion, lias 
as little knowledge of the nature of the Idea as be has oi the 
notion. At the same time there is, no doubt, a difference 
between the notion and the Idea, and it is this: in the 
former the particulariiition is only an abstract particulariza¬ 
tion, for this reason that in the notion the determinate rela¬ 
tions are alone coherent in its transparent medium, that is 
to say. in its unity and ideal universality. The notion, there’ 
fore, itself remains subject to the one-si dedness of its particular 
material, and is hampered with the defect that although in 
its owtl nature it is a totality, yet it is only in the aspect oi 
it unity and universality that it is entitled to free self- 
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development But inasmuch as this defect in its complete 
ness is foreign to its own essentia! form, the process of its 
nctisitv IS to remove it. It negates itself as this very idea! 
unity and universality and allows that which h codded in 
the barren chamber of ideal subjectivity to flow forth fredy 
into real and substantive efyativity. In other words, the 
notion through its own activity posits itself as objective 
reality, 

(*) Objectivity is therefore, truly Apprehended, the ntti 
existence of the wtio/i. It is, however, the notion under the 
mode of self-substantive particularization and of a differentia¬ 
tion of all mttthetieai phases 1 of reality, whose ideal unity the 
notion m its subjective capacity constituted. 

But inasmuch as it is the notion, and only the notion, 
whose function it is to endow objectivity with its determinate 
existence and reality, so too it is only through objectivity 
that the notion is unveiled In its actuality The notion is 
however* the mediating and idmt Maty of all its particular 
antitheses, W ithin its differentiated reality this ideal unity 
effective throughout particularity In modes adequate to the 
notion, has to establish itself in them, precisely in a way 
aimilnr to that in which the realized particularity of their 
unity, as thus mediated to the point of ideality, has also to 
exist m them. This is the might of the notion, which fe¬ 
tuses to surrender or forfeit its universality among the dis~ 
***** of the objective world, but rather reveals its 

essential unity through such reality and within it* For it is 
nothing less than the very life of the notion to preserve it* 
unity in the material which is offered it. Only by so doing 
is it real and veritable totality, ® 

(t) This totality is the Idea. The Idea is not simply the 
idval unity and subjectivity of the notion. It L, quite as 
much its true and objective reality; it i 5p however, an object¬ 
ivity which does not confront the notion as an opposing 
factor, but b rather that in which the notion itself iTself- 
deter mined. In whichever aspect we contemplate the notion, 

^ V™*. Ftraa rewavcIM [ik lJie 

w The noci * n u t*** sins 

1 The [cut u dearly eomjjrt. The full slop aft Cf a musttitoi 
he a comma, nod wouM be pnrfeiibly i£ et' Jl? ^ 
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whether as subjective ro our apprehension, or as objectively 
real, the Idea it manifests is a totality. But it is more than 
ihis. It is tlie unity which for ever is mediating between 
jiid bringing into more perfected harmony the two totalities. 
Only 35 thus apprehended is the Idea tr^ith and indeed all 

troth. 

a. All that exists, then* ha*, only truth in so far as it is a 
definite existence of the Idea, For the Idea is alone the 
truly teal, I he truth of the phenomenal is not derived from 
the Tact that its particular existence is of an inward or ex¬ 
ternal character, and as such is in a general sense reality; it 
is so wholly in virtue of the fact that such reality is adequate 
to the notion. Then alone is determinate existence real and 
true. And the truth, to which we heft refer, is not a suh* 
jtctivt interpretation of it, namely, that a particular exist- 
ence is accordant with my own conception of it. It is truth 
m ch e objective sense that the reality of the Ego, or of 
any external object, action, or circumstance actually con¬ 
tributes to the realization of the notion. If this identity is 
not established the existence remains purely phenomena! 
Instead of the objectification of the notion in its complete^ 
ness what obtains is purely a detached aspect of it; and 
with regard to this, whatever self-subsistence it may appear 
to have in opposition to the unity and universality of the 
notion, such can only work to its final confusion by setting 
it m hostility to the true notion itself. Our conclusion, 
therefore, is that only the reality which adequately expresses 
the notion is truly reality, and the reason it is so is that 
therein the Idea manifests itself as existence, 

3- We have maintained that beauty is Vi/m. It follows 
, * teauty and truth are, in one aspect of them, identical. 
In other words, beauty must itself m its intrinsic being l>e 
true. A closer investigation will further show to us that 
truth must be tlisfingmshid from beauty. 

1 be idea is true in the sense that it is .so by virtue of its 
essential being and according lo its fundamental principle,' 
and as such truth it is thought* It is not its sensuous and 
t-xiernal. existence, but the universal Idea of thought as 
present in this. At the same time the Idea is driven to seek 
[ A* enmtii% reason. 

* * * 'he sutiiljinlti'c, lut p.v,t |mtLldplc. 
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its realization in external and objectively determined exist¬ 
ence, both in the sphere of Nature and that of Mind. The 
true, in the absolute sense, also exists. And in so far as, in 
this its external existence, it is immediately apprehended by 
consciousness and the notion rests in immediate unity with 
its external appearance, the Idea is not only true, but is also 
beautiful. The beautiful may therefore be defined as the 
u-mutms semblartft 1 of the Idea. For the sensuous condition 
and the objective world generally maintain no real self- 
subsistence in beauty, but have merely to surrender the 
immediacy of their being. In beauty such are posited simply 
as the determinate existence and externality of the notion, 
and as a form of reality, which itself manifests the nation in 
unity with its external appearance in this its particular object¬ 
ive existence- For this reason it can only pass as the sem¬ 
blance of the notion. 

(aj Accordantly with this it is impossible for the under¬ 
standing 1 alone to grasp the significance of beauty. For in¬ 
asmuch as objective reality is apprehended by this faculty as 
something at least quite other than ideality, sensuous per¬ 
ception, as something very different from the notion, the 
external object as something that is anywhere rather than 
within world of the conscious self, to that extent it cannot lail 
to emphasize the contradictions implied in such separation, 
rather than penetrate to the ideal unity we have above de¬ 
scribed, The understanding remains rooted in the finite, 
the incomplete and untrue abstraction, The beautiful is on 
the contrary Itself essentially infinite and free. 

For although the content of beauty is stamped with 
particularity and to that extent limited, such content is 
essentially in its mode of environment a totality that if 
infinite* and a free existence; and it is both for the reason 
that it is the notion, which dots not pass beyond this its 
objective semblance,, and so fall into finite and onesided 

l D&\ linn*:-:ht Si’&tintn. 

* yintand in the Itihucal *nse of Kanl’-. [il]ilo>opby j that Is, 
focuUy of scientific tibservaiicin ot ordinary ^icrfuion—analj ijcat, in 
contrast ns rei-tm {(he vytuhelie fficntiy- 

1 Infinite, that is »ay, a* hymn freedom is infinite, as mint) is 
infinite* an idea) totality, a whole WrfipJcEt in itself. not an endless 
profirexs, which is a ttWrtnulklkm. < 
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abstraction with it, but rather is immersed as a blossom with 
this its objectification and through the imminent unity and 
perfection of such inclusion is revealed as essentially in¬ 
finite,* With equal truth we may affirm that the notion in 
scaling, as it were, with a soul the real existence, in which it 
is part of the objective world, is itself by itself freely tnani- 
test in that world. Tor the notion will not suffer that ex¬ 
ternal existence in the sphere of beauty to follow, as it 
would otherwise, the laws that therein are paramount: rather 
it determines out of its own riches the articulation and form 
of its appearance therein; and it is precisely this harmony 
of the notion with the mode of its externa] existence which 
constitutes the essential life of beauty. And the bond which 
braces all together, no less than the pow-er behind il, is 
self-conscious life, unity, soul, and artistic personality. 

(^) conclude, then, that if we consider beauty in its re- • 
laiion to conscious Life, on the subjtcHve sidt: that is, it is 
neither to be adequately apprehended by an intelligence 
that persists in the unfree medium of purely finite existence, 
nor is it the object of the finite Will. We will enlarge a 
little on both jioints. 

As finite intelligence we are sware in feeling of the inner 
no less than the outer objects of consciousness; we observe 
them, perceive them to he true to our senses* allow them to 
form part of the content of our perceptions, concepts, and 
finally, no doubt, to become the- abstractions ■which gur un¬ 
derstanding presents to us, reflecting on their appearance, 
and endowing them with she abstract form of universality. 

Now the ftniteness and absence of freedom inseparable 
from this mental attitude consists in the assumption that the 
things perceived are sdf-subsisltnt. We direct our attention 
to these objects, suffer them to impress us, form our ideas 
of them, possessed with the faith in their material existence 
as objects, and convinced that all wc have to do is to per¬ 
ceive them as they appear to our passive reception, to pre¬ 
serve, in short, the format side of our attention intact, 
holding such unfettered by our fancies, opinions, and pre¬ 
judices, In thus accepting this one-sided freedom of objects 
we posit at the same time the want of freedom in their 
mental apprehension. To such the content is one wholly 
^K'rrrftDm outside; and Instead of a true ^elf-dettrrmination 
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through difference we have nothing but the reception and 
acceptance of what is presented as a part of the objective 
thing. We would arrive at truth by the suppression of ail 
that belongs to ourselves, 1 * 

A criticism of like nature, though the defect is lucre jusl 
at the other extreme, may be applied to the finite IViiL In 
this theory interests, objects, intentions, and conclusions are 
alt relegated to the subject, whose will it is to enforce them 
as against the existence and properties of the material thing. 
This it can only do by the annihilation of the object itself, 
or at least, in so far as it can modify or change its farm and 
energies, by transmuting its qualities, or permitting them to 
exercise such a change on each other, as water may exercise 
on fire, fire on iron, iron on wood, and so forth. We now 
find that it is the particular things, which the subject has en¬ 
rolled in its service, as things to be regarded and treated as 
useful, which in their turn have been deprived of their self- 
subsistence. In other words, they have come to be regarded 
as objects, whose notion and meaning is not their own, but 
derived from the reflecting consciousness, so that what is 
most essential to them is precisely this relation of service in 
which they stand to the subjective purpose, that is, our own 
intelligence. The values of either side of the relation are 
thus completely reversed- The objective thing has lost free¬ 
dom and the conscious subject secured it* As a matter of 
fact, the freedom on bofh aspects of the relation is, owing to 
the finitude and abstraction it implies under such a view, a 
purely supposititious onc. 

In the sphere of theory here it is the assumed independ¬ 
ence of the objective world which creates the finitude and 
bondage of the conscious Ego. hi that of the practical 
world this dependence is due to its onesidedness, the con¬ 
flict and contradiction of its aims within and the impulses 
and passions which press from without, no less than to the 
unreconciled opposition of a world of objects* For the 
separation and opposition of these two aspects of one whole, 
that is, objects and relating self-conscious life, is presupposed 
in, and indeed is an accurate definition of, this point of 
view. 

1 Or, m Ifegd 11 i>tipptiM*tnE the subjective jjfirwipk aJu> 
gcrlicr/' * 
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And, Similarly, with reference 10 the lack of freedom in 
the object. Here, too, in the sphere of intelligible conception, 
the impendence of the object is assumed, but the freedom 
assumed is only apparent- For it is only posited as bare ob¬ 
jectivity without securing the presence of its notion, as the 
unity and universality of the conscious subject, within such 
objectivity, It still remains outside id Every object thus 
placed external to the notion merely exists as particularity, 
which comes back to ns in external guise together with its 
manifold* and is, in all the unlimited scope of its relations, 
through its contact with other objects, subject to the condi¬ 
tions of its origin, change, opposing force and final over¬ 
throw. In tlic friii/Sinl world the dependence of the object 
is expressly, in this view, assumed, and the opposition of the 
thing is posited in definite relation to volition without pos¬ 
sessing in itself the power of ultimate self-subsisEency per¬ 
mitted to the latter 

(f) The apprehension of the object as beautiful unites 
these two abstract points of view. It in fact annuls the 
onesidedness of both whether relatively to the subject of 
consciousness or its object, and by doing so cancels the 
fin nude and lack of freedom which characterize (hem. 

Philosophically regarded,' the reason is this, that the ob¬ 
ject is not apprehended in its existence as an isolated thing 
whoso notion as the object of human thought is removed 
from the objectivity which belongs to it as something out¬ 
side it, and which in its particular reality extends and is 
dissipated in every conceivable direction as a manifold con¬ 
tent of intelligible relations. An object which is beautiful 
suffers its own notion to appear as realised in its objective 
presence, and reveals in that appearance the unity and life 
inseparable from the conscious subject. For this reason the 
object may be conceived as sweeping back into the curve of 
its unity that impulse or continuous externality, cancelling 
its dependence on other objects, and transmuting to our 
vision its unfree finilude into free infinity. 

Furthermore, the Ego in its relation to the object of 
beauty ceases to bu merely the abstract attention or sensu¬ 
ous perception, and the floating away of such perceptions 

1 Ctwnrwk* licit used In trn« of Inifl philinephiat ihrary, not 
"hummIol! fieWf as above. 
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into equally abstract reflections Rather, it is itself con¬ 
cretely realized in this object, being at once the unity and 
reality of its notional idea, and uniting for itsd£ in its 
rounded concreteness that which has hitherto remained, as 
abstractly perceived, apart Ln the Ego of the subject of per¬ 
ception and the thing perceived. 

Coming now to the practical import of this relation as it 
applies to the object of beauty, we hast already drawn at¬ 
tention to the fact at some length, that in the contemplation 
of it the element of sensuous passion drops away. All per¬ 
sonal impulse that the individual may feel toward the abject 
is done away with through that very aesthetic contemplation, 
which regards it as setf-subsistenL in itself, in other words, 
its awn object. For this reason, the purely finite relation of 
the object also disappears, the relation, that is* in which it 
subserved* as a means for their realization, aims which were 
foreign to it, and towards the fulfilment of which it was 
cither presented as unfree or was compelled to take up, 
however strange, into its own existence. At the same time 
that re tat ton of the Ego in the practical world which we 
found to be unfree disap[k:ars, inasmuch as it differentiates 
itself no longer in subjective motives and their means or 
material, remaining fixed in the finite relation of the formal 
H ought rt for the carrying out of its subjective ends in the 
object, but is here confronted with the notion and its aim 
completely realised. 

We may say, then, that the aesthetic contemplation of 
the beautiful Is a liberal education, a portrayal of the object 
tn its free and infinite being, with no detracting considera¬ 
tion of its use or employment for finite wants and pur¬ 
poses. Further, the object as a thing qJ beauty is neither 
under force or compulsion at our hands, nor is it in conflict 
with and overcome by other things outside it. It is of the es¬ 
sence of beauty that the notion, end and soul thereof, no less 
than its existent form, and variety generally, manifest them¬ 
selves out of their own intrinsic wealth rather than through 
the energy of something outside them. The reason of this 
lies in the fact, already insisted upon, that their truth consists 
solely in the unity and harmony of their notion with their 
objective existence. And inasmuch as the notion is Itaell con¬ 
crete totality, its objective reality also appears as a manifest a- 
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tioti of the same, homogeneous in all its parts, which, as thus 
imbedded in the notion, appear to fall into such idea! unity 
and animation. For this harmony of the notion and its en¬ 
visage ment is nothing loss than perfected suffusion . 1 Accord¬ 
ingly the exterior form and shape is manifested, not as such 
hy its Separation from other material, or as an impression 
mechanically related to aims which are foreign to it, but as 
the form of reality wherein tire notion accommodates itself 
out of its own stuff and substance. Finally, however much 
the particular aspects, parts or articulations of the beautiful 
object are presented in the idea] unity of the notion and its 
unified envisageraent, that harmony must be so rendered 
visible to sense, that in relation to one another they preserve 
the semblance of selfsubsisteM freedom; in other words 
they must not only possess the ideal unity of the notion as 
sitsA, hut must reflect bach the side of a reality which is 
substantially objective also. Both aspects, in short, must be 
present in beautiful objects; for these are, on the one hand, 
the necessity posited through the notion and discovered in 
the harmonious conclusion of these particular aspects, and 
on the other, the envisagement of their freedom as essenti¬ 
ally one with the whole, and not mertfy that of the unity 
which exists between the parts* Necessity in its full defini¬ 
tion means the just relation of the two aspects, which 
coalesce so completely that to posit one is to posit the other. 
Such a necessity must unquestionably be present in beautiful 
objects, It is not, however, under the mode of necessity 
that it appears; rather it should conceal itself beneath the 
semblance of unintentional accident. Otherwise the par¬ 
ticular pans of such a real presence lose the position they 
should occupy according to their own real existence, and 
only appear in the service of their ideal unity, to which they 
therefore remain in abstract subordination. 

In virtue of the freedom and infinitude a hove analysed ,, 1 
which ts inherent in the notion of beauty, whether we view, 
it in its objective presence as a thing of beauty, or under its! 
aesthetic contemplation, we disengage the province of the! 
beautiful from the relations of finite condition, to exalt it 1 
into that of the Idea and its truth. 

* 

■ 1 YtlUndiit Durih 'jfrittfM r/jf, iy, t „ penctnlkn (hremgh j|] jjoiIh, 
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THE BEAUTY OF NATURE 

B eauty is the Idea as the immediate unity of the 
notion and its objective reality* yet is only the Idea in 
so far as its unity is ini mediately present in shape apprehen¬ 
sible to the senses and as semblance of the real. The most 
elementary form of existence, which the Idea take to itself 
is Nature, and the first form of beauty is that of Nufun. 

A. The Beauty of Nature as such 

i. In the world of Nature we must distinguish between 
:he modes according to which the notion becomes existent 
reality in order to be part of the Idea. 

(a) In the first place the notion is absorbed so imrtic 
diaitily in pure objectivity* that* in its diameter of subjective 
and ideal unity, it wholly fails to assert itself, and puses 
over instead as a thing without a soul into the raw muteria 
presented to 3ttise. Thu purely mechanical or physical 
bodies in their isolated singularity- arc of this order. A par 
titular metal is, for example* essentially no doubt a mani¬ 
fold of mechanical and physical qualities; every part of it, 
however, has such qualities equally in itself. Such a body 
not merely fails to possess any entire articulation of its 
parts in the sense that every one of its different parts re¬ 
ceives for itself a particular material existence, but eitn 
the negative ideal unity of such differentiation is absent, 
which might assert itself as animating principle.' The diff 

I /f‘J fie if tlx* f rii A bumf gate. The irfnrtde h to the ledflntl dasi 
winch foiloW'S’ rallies than Inly animates life. Tin- ban is iuch an sfli- 
fflal tH|; principle. How far mouern physics with its investigation * uf the 
taw* of motion that obtain noiong the chemical atoms cl any specific 
fotin of mallet aftd it* 4ent*3 of all dead matter would Iiflvc ffi'odi&ed 
Hegel's view is an uttered ing nautkm. 
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fejreiine here is a ptirdy abstract multipUciLy, and the units 
“ J S Indifferent equilibrium uf ideniical i[nalii|^g 
tJlc ***** BlutJc existence of the notion. 

Ifte deferences here receive no independent existence, 
and the ideal unity is not found as ideality. For this 
reason such isolated bodies are essentially defective and 
abstract existences. 

0 ) Natural objects of a higher order suiter the differences 
as^rled by the notion to appear a* free, so that each one a* 
external to another is itseh independently existent. Here 
we have tor the fast time the true character of objectivity 
Objectivity is just this independent assertion of the seni 
gated differences determined by the notion. On this plane 
of existence the notion averts itself in such a way that 
it is ut least a totality of its differences, which is truly realized, 
in so tor us the particular bodies, while they each severally 
possess independent existence for themselves are at tlie 
same tune members of one itulyjwe sjrsitut. Of such a char¬ 
acter is the solar system. In one aspect of them the sun 
cornels, moon, and planets appear as independent heavenly 
bodies apart from one another- in another, however, they 
derive their definite character from being parts or one 
*>stem of such material bodies. Not only their specific 
modes of motion, but also their physical qualities, are only 
to be deduced from their relation to this system. This 
nexus 'frnich binds them together constitutes iliat inward 

one whofe^ ehleS theS * particuJ;iF ™ len <*s together in 

But further tlian this, in this conception of system the 
operation of the notion is not exhausted in the «£/*«/ 

I? ^ f m ^£ eJldent lwi,e4a5 ^entiai parts of it For 
ra L 15 * ■«* «*1 the unity which relates them 

to the totality ha* to assert itself ai real. This unity, in 

S 35?^ “*«"?«« itself from the multifold particu¬ 
larity of thrive objective bodies of which it is the integrating 
principle. And oti this plane of existence it is different bled 
fiSjjB* I . t ^ ,r ^ ains ! such a particularity as real, independ- 
cn uid objective existence. In the solar system the sun 

__ . 1 , 5 S' a,] r l1l f t particularity related to that system, as 

such a,unity of the system.: 

f Uch a existence of the ideal unity of the notion 


THE PHILOSOPHY OF 


jft2 

is still very defective; for whereas on the one hand we have 
this unity posited in its reality only as the relation or 
material connection between the severally independent 
bodies, on the other we have it posited as a booy which 
belongs to that system, whose unity, in opposition to its 
real differences, it essentially represents. I'hc sun, in shorn , 
which we take to be 1 the soul of the system, has itself an 
independent entity apart from the members which form the 
explicit content of this soul. It is itself only me particular 
mode or phase of the notion, that, namely, of unit)' in its 
difference from the actual separation of the several parts, a 
unity which remains outside itself, and is consequently 
abstract. For however much the sun by virtue of its physical 
quality is plainly a principle of unity, the illuminating body 
as such, this is after all merely an abstract identity. For 
light is simple, undifferentiated appearance and nothing 
more. We find therefore in the solar system the unity of 
the notion indeed objective, and the totality of its differ¬ 
ences explicitly realized, each body making visible one |Kir- 
ticular phase* of the notion; but here, too, it lies absorbed 
in its objective reality, and it f»%v l£ > assert itself In such 
mate rial as is truly inherent and explicit ideality. The form 
of its existence which here prevails remains the independent 
segregation of its particular phasal units/ 

It Is, however, essential to the true\fc.\tstenc*; of the 
notion, that the differences of the object! vtly i ral, the reality, 
thut is to say, of the separate independent parts and the 
equally in dependent unity that is therein objectively real¬ 
ized, should as such be together brought hack ftilo unil^'. 
Only thus such a totality of innate differences can make 
wholly explicit either the notion as the realized differentia- 

i IVir UtroikHu. llcpjl lo be coiisctou^ Wiruelf ill in 

I here 15 something fanciful in ifitv interpretation of the significance nf 
what ti simply in arbitrary, if systematic, ArransemcnE of tJndtc* accord• 
ing to- rtatillJil laws., 

■ Hiti Urtrtderti Mem?nt. See no|e r on p. 15.S. 1 ihir.j wlmt lEejjcl 
rntsuu here ii that every body as a vehicle of Eight reflects the mode in 
which the Identity ef live notion li ipLcni in the ilWcretfL pans auirii 
itself. J 

J In olhet wtwrf.s what shotlEci !:« pha.su] elements \ of a 

whole iniegr.it«l within that unity remain initeprmlcnS ilnllv. ore 

not Momcrvtc In the full sen re. 7 * 
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tiori of its characteristics, or at the sa rae tinm release eadi 
F™* llsal belongs to it from the dement of isolated 
independence which it cancels by enabling the ideality in 
wntcn these differences recover their subjective unity, to 
assert itself fully ay the universal principle uf their animated 

, m T In tiiat become no longer parts hang Ena 

loosely to one another by a bond that still leaves their par- 
Uoihmty unaffected, but genuine member* of one body. 
Ihey no longer possess an existence in their isolated 
singularity, but retain such truly in the ideal unity which 
binds them together. Only in such an organic articulation 
the ideal unity of the notion is present to the parts thus 
integrated, It is at once their support and immanent soul; 
Eure for the first time the notion is not overwhelmed in 
objective reality, but passes over into actual existence as the 
mvrard 2d entity and universality, which it essentially is. 

(O But this third mode of Nature's manifestation is a 

e £ 5tem * of r }te ***> and the Idea as thus 
manured in Nature ls Lift. Dead or inorganic nature is 
not adequate to express the Idea; only the organic life of 
Nature unfolds its reality. For in lifu we shall find, first 
that the objective reality of the notion as differentiated is 
£“fT f ,ed secondly, however, that the nega- 

I rv h f ff f r " n i CeS ? entIrd > of distinction in Sat 
^ nm d subjectivity of the notion overcoming to 
it^lf this mry real« y\ fortify, the unifying principle of aim 
muon js now the positive appearance of the notion in thr 
form or its bodily substance, that is to say, the form of 

ESHW ]S powerful to assert itself thus 

formally in us content, 

fa) it we ask ordinary consciousness" for 1 definition „S 
Lift, 1,1 have two determinations presented, either the 

tnX W l'!m.. C J' lC ' ;P ‘' 0 n 0r “ “ «&, or as soul life. 

«?,h n.^L" BW ■J ^lrrgo.sh these two determinations 

we lei min'? r ‘ <:Cll ‘ ar > ' ““ff n S ‘0 each. This contrast 
ne set up between soul nnd hudy is also of great importance 

h InlrS/uS SSff"' , TI >« •"““"■s is<hs, the dim,when 

mrt i ” n f,jrniL ' r "1 a l»dy Which 

p = SSf SL L : X VtC W t J Sk*"*!* b«ly btc Ihe. uti. 

ivJiSSiJi ,hc 0nJ[naf >' * ° r “ndcntMdkE 
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is still very defective; for whereas on the one hand we have 
this unity posited in its null tty only as the relation or 
material connection between the severally independent 
bodies, on the other we have it |x>sited as a body which 
belongs to that system, whose unity, in apposition to its 
real differences, it essentially represents, Thu sun, in short, 
which we lake to be' the soul of the system, has itself an 
independent entity apart from the mem hers which form the 
explicit content of this soul. It is itself only am [larticuliir 
mode or phase of the notion, that, namely, of unity in its 
difftrewt from the actual separation of the several parts, a 
unity which remains outside itself, and is consequently' 
abstract. For however much the sun by virtue of its physical 
quality is plainly a principle of unity, the illuminating 
as such, this is after all merely an abstract identity, 
light is simple, undifferentiated appearance and not! 
more. We find therefore in the solar system the unity! 
the notion indeed objective, anti the totality of its differ* 
cnees explicitly realized, each body making visible ant ppr- 
ticukr phase 1 of the notion; but here, too, it lies absor 
in its objective reality, and it fails to assert itself in su£h 
material as is truly inherent and explicit ideality. The funis 
of its existence which here prevails remains the independent 
segregation of its particular phasal units/ 

It is, however, essential to the true existence M the 
notion, that the dijfertncti of the objectivelyT'd, the reality, 
that is to say, of the separate independent parts and the 
equally independent unity Lhat is therein objectively Teal 
bed, should a_s such be together brought back into unity. 
Only thus such a totality of innate differences can make 
wholly explicit either the notion as the realised differentia^ 


I Wir welitH TIcftei seem- to 1c conicioujl hrmMflf I tat 

'hisre j.; ^amrlhirig fanciful Let 'hr'- Lcitt-rp re union of :he ogiiificancc «f 
whal it jiimply lEi arbitrary, if syntc matte, dtran£eincnE of l.iHlie-*- accord¬ 
ing Jo naturaJ law*. 

- Situ b*tender a ,\[\t&unr. Set? m>!e I onp. tp. I think what Hegel 
mctuu. here ii ihst every lujtly as n vehicle of Jirhl leilecuj the mode tn 
which the identity of inr notion u system in the diflerenjt part* »*«rt* 
ilKlf. J 

* Jet other ward* what should phaul etrmenis \Jifawntt1 of a 
whole integrated within that unity remain indepetn.1clil ijnlti, fbtv ate 
not Moment e in the fall KliK, I 1 
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tion of its characteristics, or at the same time release each 
particular that belongs to it from the element of isolated 
independence which it cancels by enabling the ideality, in 
whicR these differences recover their subjective unity, to 
assert itself fully as the universal principle of their animated 
being, In that case they Ejecome no longer parts hanging 
loosely to one another by a bond that still leaves their par¬ 
ticularity unaffected, but genuine members of one body, 
They no longer possess an existence in thdr isolated 
singularity, but retain such truly in the ideal unity which 
binds [hem together Only in. such an organic articulation 
the ideal unity of the notion is present to die parts thus 
integrated► It is at once their support and immanent soul; 
here for the Jirst time the notion is not overwhelmed in 
objecti ve reality, but passes over into actual existence as the 
inward identity and universality, which it essentially is, 

(r) But this third inode of Nature's manifestation is a 
determinate existence of the Idm, and the Idea 35 thus 
man 1 felted in Nature is Life. Dead or inorganic nature is 
not adequate So express the Idea; only the organic life of 
Nature unfolds its reality. K01 in life we shall find, first, 
that the objective reality of the notion as differentiated h 
presented os such reality; secondly^ however, that the nega¬ 
tion of such differences is entirely one or distinction in that 
reality,* the ideal subjectivity of the notion overcoming to 
itself this very reality; thirdly , the unifying principle of ani¬ 
mation is now the positive appearance of the nation in the 
form of its bodily substance, that is to say, the form of 
infinity, which is sufficiently powerful to assert itself thus 
Formally in its content, 

br> If we ask ordinary consciousness 1 fora definition of 
Lite, wc have two determinations presented, cither the 
imaginative conception of it as bodily life, or as soul-life. 
In the same vsew we distinguish these two determinations 
with qualities peculiarly belonging to each. This wntrmt 
we set up between soul and body ia also of great importance 

An Mo;i rvd/ tt nUt uhiedtiter The maniing u ihU the jiiihw im 
,s r * n y . ]n (Olalily, nrtl .is in I lie former ess* in a hody which though 
parr ufa RyitCfiir ci-rtLlcl lie viewed ,n an inikucncknt body like the- utu 

f*, the odftimy view of nuderiLanriLniz 
*1 .'r fait.ij tmi tcn*<,|iereept ian. 
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in the mort philosophical consideration oT our subject- And 
it is no less part of our inquiry to investigate it. At the 
same time we would point out that the philosophical interest 
concentrates itself quite as much on the unify which Iralsts 
between soul and body, a part of this inquiry which a really 
adequate survey of the subject has at all times found beset 
with the greatest difficulties, It is, however, precisely in 
virtue of this unity that Life Is the first genuine appearance 
of the Idea in Nature. Wc must consequently apprehend 
the identity of soul and body as no fortuitous connection, 
hut a union of profotinder significance. In other words, we 
must recognize the body and its members as the objective 
existence of the notion itself in systematic articulation, which 
in the members of the living organism, secures an objective 
existence for its determinate features, analogously no doubt, 
if an a higher plane, to the facta presented by the solar 
system. Within this real existence the notion asserts itself 
in like manner as the ideal unity of all these dcterminals 
parts. This ideal unity is the soul- The soul is the substam 
tire unity and interfused universality which is no Iks a 
simple relation of self-determining than it is ideal Being-for- 
i 1 5-elf or self-coherent totality. This is the higher view of 
the union between soul and body. To put it in other words 
both are not merely distinct aspects set side by side; they 
are one and the same totality of identical determinants. 
Just as the Idea generally can only be grasped it) its explicit 
reality as the notion evolving itself as such , 1 in w hich con 
ception the differentiation and unity ol both sides, that is 
both the notion and its objective reality, are inseparably 
present, in the same way Life must be conceived as the 
unity of both soul and body. 

And further, the subjective no less than substantive unity 
of soul within the body is presented us and exemplified in 
Feeling- The feeling of a living organism is, that is to say, 
not merely an independent product of a particular member, 

1 /to tur Zu-J J ‘.<i n ien ft u > ig. FurtuiIous ta ralher leu atrultg, li mean* 
n 1x>nd of itiifrri cemented hy uik principle without which either aide 
fiuln to ptf -rs>. tt* specific chinaflr.-f, t-g ri the human t»dy aptft from 
ih e human m ul ii* animate individuality, psaae*. to be hiimaet. 

■ Aii htgriti ifytndf t he tcftrenti: 1 take to L* Lu tbe logical 

or dialectic* t im»vcnit:n( uf the Idea, * 
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but it is also this ideal and simple unity of the entire 
organism. It is carried through ever)* member of the body 
is fel^ throughout in more than a hundred places at once; 
and indeed, to put it shortly, rather than saying there arc 
many thousand sensitive points 1 in a single organism we 
should more justly say there is but one, namely, the subject 
of consciousness. And inasmuch as the animating principle 
of organic Nature includes in itself this distinction between 
the real existence of the organic members, and the abstract 
or simple self-coherence within such parts, which we call 
the growing soul, mediating between them both by virtue 
of its inherent unity, such a principle of Life stands on a 
higher plane than that of inorganic Nature. Only with Life 
is the Idea existent, and only thus is the Idea truth. No 
doubt even in the organic world this truth can be ex¬ 
tinguished. We find the body unable to perfect its essential 
ideality and animating energy. Such is the case in disease. 
Here we find the notion deprived of its controlling sover¬ 
eignty, and other powers ore potent with it. Such a life is, 
however, defective and crippled: it merely continues, be¬ 
cause the inadequacy of reality to the notion has not reached 
the point of absolute contradiction; it is still only relatively 
valid. Once assume that all harmony between the two sides 
is broken, that all genuine articulation of the members of 
the body and their true identity has dropped away, and life 
is dissolved in death. The several members are now mere 
appendages to each other, with no principle of Life to hold 
them in unsevered unity. 

(/ 3 ) We must add that when we stated the soul is the 
totality of the notion regarded as the subjective and ideal 
unity, the body on the other hand, as distinguished by its 
members, is the same totality but rather in its material 
aspect as the juxtaposition and sensuous accretion of all the 
several parts, affirming at the same time that both soul and 
body are posited as on* in the living organism, there is 
no doubt something contradictory in the statement. For 
the ideal unity, so far from being this material juxtaposition 
of parts, in which each particularity possesses its independ¬ 
ent consistency and exclusive character, is rather in direct 
antithesis to such external reality. That what is diametrically 
f 'it It tamrnd tmfjindtndt, or centre* of feeling. 
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opposed should nevertheless be identical is obvidttsly a 
contradiction in terms* The man, however, who declares 
the non-existence of anything from the fact that it carries 
in our notion of it a contradiction which implies the identity 
of Opposed antitheses, simply excludes Life itself from the 
idea qf existence* For the force of Life and still more the 
power of Spirit (mind) consists in this very movement, 
namely, to assert the law of contradiction inherent within 
them, to bear the burden thereof and to overcome it. This 
affirmation and resolution of the contradiction which obtains 
between the ideal unity and material juxtaposition of the 
members, Constitutes the appointed process of life itself 
And Life is simply process. And this process of life includes 
an activity which has two distinct functions. On the one 
hand it has continually to affirm the material existence of the 
physical distinctions 1 * 3 among the members of the organism 
thus determined; on the other, just in proportion as such 
distinctions grow obdurate In their independent particularity, 
and tend to remain fixed in absolute separation from each 
other, it has to mate good once more that universal ideality, 
which is the principle of their life. This is the idealism of 
Life's process. Philosophy is not the only idealism; far from 
It. Nature herself in her domain of actuality creates in the 
life-process just that which the philosophy of idealism com¬ 
pletes in the world of contemplative thought. Only when 
we have these two aspects of one activity, that is, the con¬ 
stant realiza tion of the corporeal definition of the organism 
no less than the synthetic affirmation of such material pre¬ 
sentment in the idea! unity, which it is ns one with the 
notion/ then and only then we have the completed process 
of Life, whose more primitive forms/ however, this is not 
the place to discuss. Through this unity of Life’s energy in 
both its branches all the members of the organism are uji- 

1 nit mitt* tfnfcrtihitJti i.t ,, she <U*UftetiV#nv of the body viewed os 
part uf the phytenl process of Nature. 

* Zu ikftr it, fyteiiven JEittkeU, ilut Si So Miy, I tint unity with [tie 
notion of Life as objectively reaBitd in Nature, subjective only in the 
sense that it is idesi, not apprehended by sense-perception H such. 

3 Nahtrt. T Ihitlh Hegel UM* fnjj* in the idiomatic KSM in winch 
he uses It in the phrase (p, 150) when he speaks of Nature ui j/jj mtefatr 
iteisyx Jzr Mtt, r.r . nr Hi elementary, more near to il when the dbiiop 
rust prcv-in on 1 of abstraction into totality. 


FIXE ART 


167 


T11 eld in their integrity* and continually flushed anew with 
the ideality of their life. This ideality is furthermore de¬ 
clared by the organic parts in the fundamental law of their 
being, 4 hat this unity of Life is not so much an accidental 
quality as, on the contrary, the substance of it- In this 
alone they arc able to preserve their specific character. 
'I'llis it is which precisely constitutes the difference between 
the paert of a mere conglomerate and the member of an 
organism. The particular parts of a houfie, for example, 
the stones, windows, and so forth, remain just what they are, 
whether they form port of the structure of a house, or 
whether they do not. Their relationship to one another is 
quite indifferent, and the conceptual notion remains in their 
cast: a purely external form, which possesses no life in these 
parts raising them to the ideality o] a subjective unity- 

The members of an organism have, it is true, an external 
reality, but for all that it is the notion of Life which con¬ 
stitutes the inward, nay, the characteristic being of such 
reality, a reality which is not expressed through one external 
form uniting them, but in the ideal coherence of their parts 
in one living whole. For this reason the limbs have no such 
reality as belongs to the stones of a building, or the planets, 
moon, and comets in the solar system- Their reality is one 
wholly within the content of the organism, and all appear¬ 
ance to the contrary' is, as such, ideally imposed on them. 
Dissever the hand from the body and it loses its independent 
existence as a member of the organism which made it what 
it w as , Its activity, form, and colour, all that constitutes 
it, Is at once changed: it enters the process of corruption, 
and ultimately ceases to exist - 1 Consistent character it only 
possesses as a limb of organic lifts, reality only in constant 
reunion with that ideal unity which sustains it. And that is 
just the superior mode of reality which the living organism 
in Itself. The real or positive is for ever being 
set up as both the negation of itself and w ithal the ideal re¬ 
sumption of itself, such ideality constituting, in fact, both 
the maintenance and specific character of the mode tinder 
which each of the sejKiraie parts of the bodily presence are 
associated together. 

1 jLoiie apparently dispute* dill (liuincOnn, hut it appe?** to me way 

•clean 


i68 


THE FHIL0S01 HV OF 


(y) ’The reality, then, which the Idea wins for itself in the 
life ol Nature is reality as 4 phenomenal process. Such an 
dpptaram* stated in its simplest terms is this, that a reality 
exists, but its potential being ‘ is not immediate If in Eta 
possession, rather it is at the same time negatively affinned 3 
in the particular Form that belongs to it. The negation of 
the immediately externa! and particular members of a body 
is not only a negative relative relation as the activity of the 
inherent ideaiination, ’ but is as such a positive realisation . 1 

Hitherto we have considered the particular objects of the 
real as positive in their self-exclusive particularity. \*hh in¬ 
dependence, however, is negated in the living object, and 
the ideal unity asserted within the bodily organism is alone 
found to assert over itself the full force of positive deter¬ 
mination. Such a positive ideality in the principle of nega¬ 
tion it asserts is the soul. On the appearance of the soul in 
the body we have at once such an affirmative presence as 
the one indicated. The soul not merely asserts itself as a 
1 iowct against the subdivision of the bodily members, it is 
their plastic creator, tvhich preserves as inwcud and ideal 
that which is externally minted in the shape of physical 
members. And consequently it is this very positive and 
ideal inward 1 which appears in the outer structure; in other 
words, the external, so far as it is a mere external, is a mere 
abstraction, a mere aspect that is untrue for the whole. In 
organic life thu external we are confronted with is mi ex¬ 
ternality through which the inward is made visibte. The 
outward, that is to say, declares itself in its potential nature 
sis that inward, which is its notion. Farther to this notion 
appertains the reality in which it as notion is made visible. 

1 The logical Serins are here employed Lq their tcdmteai 

Hegelian sen-*. Sttyn is 11 liemj p m port fiF 2 pror evs* ft i* rather 2 
tendency to become limn a particular or deierniinaie l«ing (.%«)), 

1 tfkgirtrt-, the negation oF 5 (k-Iu as entirety independent iiruc- 
tures. 

J Dtl IdmSttirtni, r.^., She principle of ideality which is in one ttfi-ect 



3 A&rmatrlXt furi\<\stt>U the explicit ideal loudity el Life 


1 Dai fnntrt , Qtberwbe oiled subjective («« note above) ami mean¬ 
ing wh*l is not externally visible rv- >• atnia, iWu^h is mnv he Me 
indirect ly as explained further uti, , 
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Inasmuch, however, as in the objective world the notion, 
strictly as such, is the principle of subjective life and self, 
determined life becoming e.xflint in its own objective reality,’ 
life evilts only as a fitting thing, an individual subject It is 
only with life thus concentrated to a point that we find this 
negating ctntrtm of unity. And it is negative in this sense 
that the ideal explicitly self-unified totality J can only now 
stand forth in its reality by virtue of this principle of ideality 
being asserted through the differentiation of its positive 
presence, together with which the ideal unity of such totality 
is at the same time incorporated. It 13 of the greatest ini' 
portance to make clear this aspect of the principle of sub¬ 
jectivity. U is only as the single living thing thus unified 
by such a principle that life is. actually present. 

If we Enquire further in what manner the Idea is mani- 
Tested within the actual life of such living individuals our 
survey will be as follows; first, this principle of life will be 
realized as the totality of an organism possessing bodily 
shape; stc&ndly, this physical shape is not presented as li 
rigid product,' but as a continous process of ideal genem¬ 
tio n, in which a living soul asserts itself, Thirdly, the changes 
and determinations through which this totality passes are 
not imposed externally to it, but are changes of form which 
are evolved from its inherent nature, imposed on itself and 
for itself, in a process wherein it stands self-determined as 
the subjective unity no less than the ultimate end of its 
being. 

This free self-subsistence of the subjective principle of life 
is especially exemplified in the spontaneous motion of a 
living organism. The inanimate bodies of inorganic Nature 
are fettered to the conditions 01 Space, which limits them 
to one place, or they are qnly moved from it by external 
forces. The motion, in short, does not originate in them¬ 
selves; and, when it is visible upon them, it appears as an 

1 The rather difficult German litn is? Da ami ahtr in drr Okjrkt* 
tfifiit dtr Btftifi ais BtgyiS dit tich auf sitk ht-iftsrttdt in ihrrr fteatiliit 
fur tUk ftytmtt S'ukjtiiit-'ifat iii, The commit after Btgriff ii ttmrly a 
mtfprfnL 

1 The word* here are da-j mhfiitint Eanifhtiyu, /.£-» the self-conclii- 
miiIi of an explicit whole in virtue u( * [’rinciyl-.* of ideal unity 
lile} ft'Hr kill ULTDll^lHHlt. 

* Ein Et barren,it j, one that perutfr in an inert fewru. 
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energy which is foreign to them,, to remove which the only 
force they exert is that of reaction. And if the motion of 
the planets with similar phenomena appear to be otherwise 
produced, such are at least wholly fettered by natural laws 
and their abstract necessity. The living animal* on the con¬ 
trary, in its freedom of motion* negatives this enforced 
limitation to one spot by virtue of its own activity. It is 
through such self-determination the continuous liberation 
of itself front the material Isolation, And for the same reason 
it is in this freedom of motion, if only in a subordinate 
degree, the release of itself from the former abstractness refer¬ 
able to the particular inodes of motion* their direction and 
their speed. Under .1 yet closer view, moreover, the animal, 
regarded by itself in Its organism, presents the same sensu¬ 
ous matter that is moved: and here* too, life is as before a 
freedom of motion within this organic reality, evidenced In 
the flow of blood and the movement of the limbs. 

Motion, however, is not the only expression of animated 
life. The free tones of the voice of animals, w hich arc un¬ 
known in the inorganic world, where bodies merely roar and 
clatter through the blow of objects external to them, these 
already present to us the higher expression of animated sub¬ 
jectivity. The most intimate and vital expression of such 
ideal activity is, however, brought before us when we find 
the living Individual able to concentrate itself as individuality 
over against the objective world, while at the same time it 
appropriat es ati d t ransfigureB that world for its mm . And th is 
is accomplished in part through observation by means of 
vision, and partly for practical purposes, in so far as such an 
individual brings the outer world mto subjection to himself, 
utilizes the same* assimilates it as a means of nourishment, 
and in this manner continually reproduces his individuality 
in that objective tijitmm. Such a process, of course* as it 
ascends through stronger organisms, assumes more and more 
emphatic degrees of unsatisfied desire, assimilation, satisfac¬ 
tion, or satiety. 

Such, then, are the activities, in which the notion of 
animated life makes itself apparent* Moreover, the principle 
of Ideality thus rendered visible is not merely tile result of 
uur reSection j it is objertmtiy real itself in the living stjbject. 
whose existence consequently we may go so far as to etll 


FINE ART 


»7» 

an objective idealism. And it is the soul, as before stated, 
which, as this ideal energy, brings about its own manifesta¬ 
tion,* always reducing the purely external reality of the body 
to an appearance, and thereby affirming itself as objective 
totality in that very bodily shape. 

2. Now it is as the Idea made objectively visible to the | 
senses that the animated life of Nature is beautiful ; in so 
far, that is to say, as the truth or the Idea, presented in the 
form of Nature, whereunder it first appears, in other words 
life, is immediately given in the particular shape of reality 
adequate to it. Owing, however, to its sensuous immediacy , 
the living beauty of Nature is neither beautiful for itself nor 
is the beauty strictly that which is the outcome of itself, a 
product, that is, of its purely objective appearance. The; 
beauty of Nature is only beautiful for another, that is for wr,| 
the consciousness that apprehends its beauty. The question 
therefore arises in what way and by virtue of what character¬ 
istics the principle of life appears to us beautiful in its 
immediate existence. 

(a) If we look at the practical way in which a living 
object becomes visible and preserves itself, the first thing 
which rivets our attention is spontaneous motion. This motion, 
regarded simply as motion, is nothing more than the entirely 
abstract freedom of motion from place to place and from 
time to time, which we find exemplified in the spontaneous, 
but entirely haphazard movements of animal life. In music 
and the dance we have, it is true, motion in its generic 
significance; but here motion is not merely a matter of 
chance and impulse, but it exhibits the laws which regulate 
it; it is defined, complete in itself and subject to measure; 
and it is all this, though we still abstract from it the sig¬ 
nificance whereof it is the beautiful expression. If we again 
interpret the motion of animals as the realization of an aim! 
originating within themselves, this excited impulse is still- 
entirely accidental, an end of most restricted import. If we 
further extend our survey and conceive such motion as the 

• Hegel uses the wool ukeintn both for the ideal manifestation of the 
Idea in the object and the appearance of material reality reduced by it 
to mere “show" (kerahputst sum sekeituu), i.t ., deprived of its in¬ 
dependent reality. Thi* introduce* a slight confusion I have endeavoured 
to avoid by using different terms. 
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activity and working together of all parts of the animal 
organism towards, a definite purpose, wc shall merely find 
that such a conception is rendered possible by pox own 
effort of imagination , 1 The case is just the same if we reflect 
upon the way in which an animal gratifies its physical wants, 
obtains nourishment through the organs which grasp it, con¬ 
sume it, digest it, and generally is a subject of the process 
which preserves its life. For in this case also we have either 
only before us single desires and their spontaneous and hap¬ 
hazard grati float ion, in which the inward activity 1 of the 
organism is not present at all, or at least all these activities 
and their means of expression have become the subject of 
our imaginative reflection, which is at pains to understand 
such a process by relating it to definite ends, and to establish 
a harmony between aims assumed to belong to the animal 
itself and the organs which fulfil them. 

We shall rather find that neither the sensuous perception 
of single haphazard appetites, arbitrary movements and 
efforts towards self-satisfaction, nor the fanciful considera¬ 
tion of the animal organism as one directed by purpose will 
present to us purely animal life as a part of the beauty of 
Nature, The beauty consists in the appearance of individual 
form, both in repose and motion, quite apart from the rela¬ 
tion of its self-gratification to any purpose thus subserved, 
as it is apart from the entirely isolated contingency of self- 
imposed movement , 3 Such beauty is related to the form 
alone, because it is only as such that it is the asternal 
appearance, in which the objective idealism of the prin¬ 
ciple of life mokes itself known to us os a thing perccwed 
and contemplated upon through the senses, Thought ap¬ 
prehends this “objective Idealism” in the medium of ft* 
notion, appropriating the same in the element of univen- 
<dity which belongs to it, albeit the contemplation of its 

1 Umtrrt Vinta*idr;. We supply the option of kitelUfiertf purpose, 

- That is, itc assumed KulwiHbnnljon. pf all organa to OK definite eiut, 

1 SiiMrurfgnti. The emphasis Ls of course on the self, Put even I hen 
the 'Statement is rattier an ixcess. par it vceM* difficult to *t 1 rihulc all 
the beamy visible m sin: .spontaneous movements of 40 many living 
creature*, notably that of hinti, to iheir fnirely formal character, At 
least there ii, '■onictliing given by such molidti Dm logon* lo the frftpte*- 
skm we iL-L-clve from music and the ‘iallfe; they are jftttftHtSutf jn 
Yhmrt. 
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beauty is inseparably bound with its pbtmmtmf reality. 
And this reality is the external form of the articulated 
organism, which ix, in our view of it, quite as much deter¬ 
minate f,Lrticu]anLy as it is a semblance, namely, tlial of the 
physical manifold of the separate members, which can only 
form part of the concrete totality of the living'form under 
the guise of phenomenal appearance, 

(jfr} From the exp la rial ion of the notion ofUfealrcady given 
we may deduce more narrowly the form of this apjwsmnee 
as follows. The form is one of spatial extension,. limitation t 
and configuration, distinguished through its various shape, 
colour, and motion, being, in fact, a manifold of such dis¬ 
tinctions, If, however, the organism which manifests these f 
differences is a living organism, it will inevitably appear that 
the organism does not derive its true existence from such a 
manifold and its physical configurations. This is brought 
about by the fact that the different parts, which are appre¬ 
hended by us through the senses, are at the same time j 
conjoined together in one totality ; they appear consequently , 
as the members of one individual existence, which is a unity i 
of such differences, and which not merely possesses them in * 
their difference, but as parts of one homogeneous whole, 

(«) In the first place, however, this unity w ill assert itself 
as like purposeless identity of such differences, that is to say 
with no abstract relation to any causal end whatever. The 
parts in such a case are not rendered visible to sense merely 
as a means to or in the service of some defined purpose, nor 
arc they able to fix the determinate relation of form and 
structure which they occupy one over against the other. 

(jlj) Rather the contrary is the case, for, in the st&nd 
place, the bodily members have for our sense-perception the 
appearance of being quite usddenlal in their form; in other 
words the determination of one appears to be quite In¬ 
different to that of another. In other words, we can never 
conclude because one lias a certain form another will have 
the same, as would be the case if a material uniformity was 
clear between them. Where uniformity is the rule an abstract 
determination of some kind of form, si.se, or whatever it 
may be, is the property of all parts. The windows of a 
building, for example, are all of one sue, or at least are 
placed together in one row, Or we may illustrate the same 
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fiimiLvriiy with the uniform worn by all soldi era belonging; to 
one regiment We have various parts of such clothing 
differing in colonr t texture and the rest, but their formal 
opposition is no matter of chance; each has its caflsal con¬ 
nect ion with some other; it is there because the other is 
there. Neither is there here any complete distinction of 
form, nor any unique independence wholly asserted. With 
the individual organism oF life the case is entirely otherwise. 
Here every part is absolutely distinguished : the nose from 
the forehead, the mouth from the cheek, the breast from 
the nude, the arms from the legs, and so on. Inasmuch as 
for our settee-perception every member possesses its unique 
form rather than one which belongs to another, or one which 
is determined by that of another, the members appear as 
self-snbsistent parts, and for this reason free and span lane- 
oust 1 For the material juxtaposition of the parts alone 
throws no light upon their particular form. 

(y) Thirdly, it is obvious there must he for our imaginat¬ 
ive perception a more inward bond of connection present 
iti the self-subsistence of the organism, if the unity is not 
offered us in its rational, spatial, temporal or quantitative 
relations such as arc presented in the examples of uniform¬ 
ity referred to, which, as we have seen, the unique particu¬ 
larity of the parts can extinguish. This identify is not sensu¬ 
ous and immediately present to perception in the way the 
distinction between the members is presented; it is rather a 
secret and of necessity and harmonious mlauon 

between the members and their form. If it were only inward, 
quite out of reach of our vision, such a necessary unity would 
be apprehended only m thought, removed from our sense- 
perception altogether. In such a case, however, it would 
fail to enter Into the beautiful object of our vision, and what 
we found as such in the living object would cease to be the 
Idea in its own objective and phenomenal reality. Such a 
unity roust consequently enter into what is ex tern ally per¬ 
ceived, although it is, as the ideal principle of life within it, 

i ZufrUig— -capriduu* a* apposed, Eo a otiiform priadplc. There if, 
h'j*flver T OEM apparent bomt of eileninl iimiLarily, I*: tween the inamrhy 
of suc h mclnbera, namely, iheif covering of -kin! ihU nul merely relnles 
the cheek Eo ihe reclt + ifof temple, but lo some extent destroy*, me «■*- 
li net ton, 
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nc»t entirely apparent to sense or confined in spatial diraen 
&iems. It appears in fact in the individual totality as the 
universal ideality of its members, constituting thus the 
fundamental basis which supports and holds them together, 
the subject of the living subject. And this subjective unity 
in Ofg^nic life finds its first direct expression in feeling* In 
the emotional life the Soul finds its true expression as SouL 
For soul the mere juxtaposition of limbs have no real truth, 
and in the presence of its subjective ideality the purely 
spatial multiplicity of external configuration ceases to exist. 
Such a manifold, with its unique differentia lions, its organic 
articulation of parts* is no doubt presupposed; hut when 
and in so far as the soul expresses itself through such in 
feeling the more inward unity ever-present to life asserts 
itself equally as the dissolution of all absolute independence 
between the physical parts, which reveal now not merely 
their mater# r, but also that wave of animation which fuses all 
in their soul. 

(<■) To start with, however, we must observe that the 
emotional expression of soul-life neither offers us the lisual 
impression of any necessary inter dependence between the 
separate members, nor indeed the perception of an identity 
which is necessary between such physical articulation and 
the subjetihx unity conferred on it hy simple feeling. We 
will investigate this more narrowly. 

(tij If indeed the form and only the form renders in some 
way visible this inward harmony and its necessity, it may be 
because we took upon this juxtaposition as the kakitval rela¬ 
tion of such members, a connection which brings to our 
view some specific type and the oft-repeated formal exem¬ 
plifications of such a tyj>e. But the necessity of custom is 
after all only a sufijWthv utttssity. 3 According lo such a 
principle we may find curtain animals ugly for no other 
reason than that we find in them an organism which differs 
from our ordinary experience, or runs contrary 1 - to it, For 
this reason We call the organisms of certain animals bizarre 
in so far as the way in which their organs are related together 
is foreign to what is more common to our experience or 

1 Physical parts that u lo say. 

J That ik to ‘ay, Li on a purely litnJled experience which dop* 

tiut r.etfls-iiily concern ilic Irdc nature o! ihr perceived* 
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eniirely contradicts it Fishes whose bodies are in &Eze out 
of all proportion to their length of tail, or those tn which 
we find eyes together on one side of the bead only, are an 
example/ In the world of plants we are already prepared to 
find many such strange departures from type* although the 
cactus with its spines^ and the more rectilinear shaping of 
its angular junctures 1 may still arouse our wonder. The 
more a man is educated, however, in all branches of natural 
history, the more able he will be to recognise In their truth 
the subordination of al! parts of organic life, and carry in 
the memory the greatest variety of types in their proper 
classification, and the less anything he may observe will 
surprise him. 

f0) A profotiitder penetration into this correlation of the 
parts will, however, in the smtrid place, tend to give us that 
truer insight competent to determine from one of the parts 
thti entire form to which it must belong- Cuvier is a lamous 
example of such aptitude: a man of science, who by the 
examination of a single bone, whether fossil or otherwise, 
was able to specify at once by its characteristics the kind of 
animal \o which it belonged- An excellent illustration this 
of e* uttgut koncm. So from .1 claw or a thigh bone we may 
discover the conformation of the teeth, or r;Vv versa from 
the teeth that of the hip-bone, or that or lire vertebral 
column. Such a profound synthesis of the type and the 
knowledge it implies carries us, however, beyond habitual 
experience only* We must assume, to render it possible, 
previous thought and the systematic arrangement of the 
isolated facts of science. Our example Cuvier had no doubt 
secured from previous experience a determinate content and 
pome specific quality which prevailed in each genetic con¬ 
ception! and asserted itself as u unity of principle in all 
particulars however distinct, and so enabled him to recog¬ 
nize their affinity* Such a specific quality is that of flesh 
'eating, which is then the determinating principle of the form 
of the other members of the organism to which it belongs. 
A flesh-eating animal requires teeth and jaws of exceptional 
vigour; when hunting it will require claws to seize its prey, 
mere hoofs are Insufficient Herein short is a quality which 

s Stonge** The word may c*prcti the hraflth« on which the flower* 
are tnrrwd or tec §t>m*ns ihey tarry at their a] nr*. 
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necessarily determines for us the form and principle of 
affinity among all the organic members. A conception of 
such a typical character is the ordinary one we form of the 
strength of an eagle or a lion. We may no doubt find some¬ 
thing both beautiful and instructive 1 in this way of regarding 
the animal world, in so far os we derive from it some unified 
idea of its configuration, which is not a mere repetition of 
that unity in all the parts, but gives full value to the dis¬ 
tinctions they possess. For all that it must be remembered 
the dominant factor of this survey is not the perception of 
our senses, but the generic thought of our minds with which 
it is made to conform. Reviewed in this light wc ought not 
to say that we find the object as such beautiful , but rather 
attribute that beauty to the reflection of our own minds upon 
it And if we examine these reflections more closely we 
shall find they are after all a deduction of our principle of 
unity from a limited aspect of the organic whole- We 
concentrate our attention, for example, on the mode in 
which it is nourished, i.e., whether such an animal is car¬ 
nivorous or herbivorous- Through such a limited deter¬ 
mination we are still removed from a vision of the coalescent 
unity of the whole we identified with the notion, the soul 
itself. 

(y) The truth is wc can only, in this sphere, bring before 
our consciousness the entire unity of life by means of our 
thought and grasp of reason. In the natural world the soul, 
in its full activity, is not found; that is to say, the subjective 
unity, in its pure ideality, does not exist there for a self- 
consciousness. 

If, however, by means of thought, wc endeavour to grasp 
the nature of soul-life according to its essential notion wc 
shall find two aspects under which we may regard it; first, 
as the form subject to such a principle of animation; 
secondly, as the notion of soul for thought in all that the 
conception implies. Such a complete grasp of its true 
nature is not possible in the sensuous perception of the 
objects of beauty. Such must neither pass before us as 
thought, nor must we allow the interest of Thought as such 
to form a barrier of difference or opposition between itself 

' Geutnick, “ intelligent,” i.e., an ingenious way of irgarding »uch 
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and the vision revealed to tis. We are left, then, with no 
alternative but to consider, under this point of view, the 
object as wholly presented to sense j we must assume that 
in the sphere of Nature a nrtijwetis perception or the^natunU 
form is our genuine mode of contemplating the beautiful* 
“ Sense," that is the master-key 1 to the position; a word 
which in itself ls interpreted in two opposed senses. In the 
first place we may indicate thereby the organs of immediate 3 
perception, secondly, by the "sense of a thing" we may 
refer to the significance, or the clement of thought and the 
universal within it. In this way u Sense 51 is related on one 
side to the immediate externality of existence, and on the 
other to its inward or essential nature, A sensuous percep¬ 
tion of that existence in fact preserves both Aides in unity, 
or rather in one direction so presents the aspect that is 
opposed to it in the immediate sense vision as to include 
therein both the essence and notion of the object. But for 
the reason that rt combines these opposed determinations 
in unfmetured unity, the notion is not presented as such to 
consciousness, but is rather lobe dimly foreshadowed there, 3 
We accept, for example, as a determinate fact the existence 
of three realms of Nature, which we define as that of the 
mineral world, that of plants, and finally that of animals; we 
can conclude from this, as already foreshadowed by its 
truth regarded as a process rising from plane to plane, that 
there is an inward necessity inherent in the notional articu¬ 
lation of its divisions, and do not confine ourselves only to 
the purely Imaginative conception of it as a world conform¬ 
ing on its exterior side only to a final end. In the same way 
when confronted with the variety of the paternal present¬ 
ment in each of these realms, the sense-perception surmises 
a controlling unity intelligible to mind, a progress subject 
to taws of thought, visible no less in the formation of 

1 Diet liiwriiifliii Wort. 

1 The use of the word Skvt Hi which Hegel heie allude* is not quite 
identical with our word In Ihe Elfish use of Ihc Irrm there ts 

mure stress on the present rid to sense-perception anil perhaps 

lesv reference (u intellect when (he word ii employed in such an expres¬ 
sion as That man has sense- r! However, Milton has 14 Whit surmounts 
ihc rear*of'humansense,"md nudouht both areemploy®! VCJTsimilarly 
in many writers. 
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mountain ranges than in the orderly succession of plant-life 
and of the animal races. The same tendency is presup¬ 
posed when, after an examination of Lhe form of any par- 
tkulaP aninui organism, an insect's, for example, as sub¬ 
divided into head, body, abdomen, and extremities, we 
conclude the correlation of such parts to be based on a 
rational principle, and arc confident that though, at first 
hlus\ it may appear quite accidental that we are in possession 
of five senses, we shah discover a true bond of relation 
between that number and the notion therein asserted Of 
just this type is Goethe's method of observing and account¬ 
ing for the innate reason of Nature and her phenomena. 
With an extraordinary intuitive sense he directed his atten¬ 
tion directly to 1 the objects of experience, entirely convinced 
of the Ideal bond of unity which explained their intercon¬ 
nection. History may be written with a like object. The 
narration of facts and individual lives is given In such a way 
as indirectly to throw a light on the essentia] significance 
which such events or persons contributed to the period in 
which they art necessarily bound together In one organic 
whole, 

3- Consequently we tnay affirm that Nature generally, re¬ 
garded as the sensuous manifestation of the concrete notion 
and the Idea, is to be considered an object of beauty in so 
far as by such a sensuous perception of natural forms some 
kind of foreshadowing of the notional unity consonant to 
them is surmised, and we are able through the channels of 
sense to discover not merely their form, but somewhat of 
the inner necessity which binds together all their parts. 
Further than this incomplete surmise of the notion the 
sensuous contemplation of Nature os beautiful is not carried. 
This way of comprehending things. Tor which the separate 
parts, despite their appearance of independent freedom 
among themselves, nevertheless reveal to the sight the 
harmony tliat exists there cither in the characteristics of 
Jhfir/orm, or detached portions of it or their motion and so 
forth, remains for all that ittdtjSmfc and tibsiratf. The inward 
unity is not open to external sense, nor can it appear in its 

^Wivr W^jw, a common cpithei of Ifer^l jo ilcnctc freedom from 
all phslysophLcal prepCisessknis, a fnnl: and jjmptc altitude of reeru. 
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ideal anti concrete form to such perception, 1 whether 
imaginative or no; Jiucfi at most acquiesces generally in the 
Universality uf a law of connection inherent in every living 
thing. « 

l«) It is, then, in the first instance only in this bond of 
union which reveals itself as a necessary adjunct of vitality 
from the objectivity of Nature, in so far as the same is pro 
sen led in forms adequate to tire notion, that we have before 
us the beauty of Nature. With this coalescence the maferta 
is wholly identical; the form is immediately at home in the 
matter, as its true essence and its conforming energy. 1 This 
description may in fact stand for us, so far as beauty at this 
stage is concerned, as a general definition of it. We admire, 
for example, the natural form of a crystal on account of the 
law’ of uniformity it manifests, a law which through no mere 
action of forces external to it, but by virtue of its own 
specific definition and free activity, free in all its aspects as 
itself an object, is manifested there. For although an activity 
external to it could as such equally be free, yet in crystals 
rite conformative activity is not extraneous to the object; 
rather it is a form operative as belonging to the mineral’s 
innate character. We may define it as the free force of its 
substance, which out of its own resources informs itself and 
is not merely passively receptive of its environment. Con¬ 
sequently we find here the constituent material in its reaUxed 
form as a free and independent creation. In still higher and 
more concrete mode the immanent form projects itself 
through the living organism and all its parts, in the articu¬ 
late form and, above all, in its motion and its vital expres¬ 
sion as feeling. For in this last case we have the inward 
vitality pregnant itself as living. 

(A) It is moreover through this indeterminacy of the 
beauty of Nature, originating in its inward principle of 
animation lhat (u) both in virtue of the conception of life 
and the intuition of its true notion no loss than of the 
habitual types conformable to its adequate presentment, we 
arc able to distinguish between animals which are beautiful 

1 BttrzikfuH ?Eppnrn u> imply U5 Us ctmiiasi with AtutAnuamf the 
presence of that intuitive ircnse or native CO-Ott3hull tan. above jj.%. 
■nsawj. 
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and those which are ugly. Animals incapable of vitality, 
such as tile sloth, which creeps about with difficulty, and 
whose*entire mode of life is suggestive of incapacity for 
motion or activity, offend our aesthetic sense for this very 
reason.' Activity and mobility are precisely the qualities 
which assert the higher ideality of life. For the same reason 
we condemn forms of amphibious life, certain species of 
fishes, crocodiles, toads, and many kinds of insects; .in ad¬ 
ditional reason will influence our similar attitude to hybrid 
species, where confusion of form marks the passage from 
one determinate type to another; the ornithorhyncus is an 
example, 1 an animal which with its mixture of bird and four- 
footed beast may indeed astonish us, but at the same time 
is repulsive to our sense of beauty. Such feelings of repul¬ 
sion can no doubt be traced entirely to our habitual pre¬ 
possessions which have moulded for the imagination a hied 
type of animal species consonant to experience Bui even 
so there is already actively present the intuitive surmise 
that the configu ration of a bird, for example, is related in its 
parts by a necessary principle of unity, and cannot as such 
graft upon itself forms which belong Lp other species without, 
being thereby transformed into a hybrid variety. Such ab¬ 
normal deviations from type appear to us both strange and 
contradictory’. Neither the onesided narrowness of organiza¬ 
tion, which is so defective and mean in its manifestation, 
that U exercises no activity over the straitened conditions 
of its environment, nor confusions and passages of type, 
which, albeit they are not so enclosed within themselves, are 
unable to hold fast the distinctive features of their type, 
belong strictly to the sphere of natural beauty, 
f/b There is another sense in which we attribute beauty 


1 Tin- account of die ericeriuni (a h? adopted in drlBnUng beamy 
in itic animal eieaUun i* open to some critidsm. Mobility U no doubt 
one ck-ttuinL of beauty T but it is only tmv iTofe.vor Brwanquet point* 
au( in bii criueiun of die \ Kb*, of Aet.:hciik,' r p- 33 $] ibal it 
amount* to the assertion that ue1Ull l .-i:i ij purely relative. The defect is 
not. only due, i 1 seem* to me, to Head’s insufficient regard far Nature m 
a modem painter Would SO :q;*rd it, but it may Ik traced also Co bi^ 
manifest preference for motion in ad (he niardfeMaii-ims L>f Nature. 

1 SifoutfvHAitr, otherwise called the ttatjf* r, a mainmaJ 

i*Ji'ftil ih AuitruH.i, much die sire of an otter, with the homy beak of a 
duck and pwi formed for swimming. 
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to Nature, namely, when we have the collective picture of a 
landscape before us rather than observe the living form of a 
simple object. Here we have no organic articulation rf parts 
such as is derived from their notion and is presented to us 
as such ideal unity in spontaneous life. We have instead a 
rich variety of objects both organic and inorganic, which 
are united together on one or more planes of vision in their 
distinctive features, contour of mountains, winding outlines 
of rivers, groups of trees, huts, dwellings, palaces, and cities 
of mankind, ships, roadways, heaven and sea, valley and 
rock-deft We find, in addition to this variety and proceed¬ 
ing therefrom, a delightful or imposing harmony which 
appeals to our sense and interests us. 

It is lastly a peculiar characteristic of the beauty of Nature 
that it should exdte or exercise a harmonious influence over 
our emotional life. A mood of this kind is aroused by the 
stillness of moonlight, the peace of a valley, through which 
some brook or other meanders, the sublimity of the im¬ 
measurable storm-tossed sea, the tranquil depth of the star- 
strewn heavens. But the significant factor in this case is not 
so much to be found in the objects as in the peculiar moods 
they arouse in our feelings and affections. On analogous 
grounds we attribute beauty to animals, when the expression 
of their life directly suggests human qualities, such as courage, 
strength, cunning, good nature, and the rest. Such, no 
doubt, in one aspect of it, truly expresses the nature of the 
animals themselves; but there is also our own conception 
of its affinity to ourselves, and the mood in which wc 
receive it. 

(r) However much animal life, as the culminating point 
of natural beauty, unfolds its freest expression as a living 
principle, it is comparatively narrow in its range and subject 
to very limited qualities. The circle of such existence is a 
strait one: and in this the predominant interests are those 
of the satisfaction of natural instincts such as hunger and 
sex-attraction. Soul-life, regarded as the inward principle 
expressed through external figure, is poor, abstract, and 
empty of content. Add to this the consideration that this 
inward is not manifested at all os inward. The soul in its 
essential substance is not revealed by the life of Nature; it 
is» in fact, the determining characteristic of Nature that its 
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soul remains shut in itself, does not, in other words, pro- 
churn itself in its ideality. As already pointed out, the soul 
of an ^nsmal is not this ideal unity sdf^achnffmhd^ccL If it 
were otherwise we should have the manifestation of such 
personality brought home to others. Only in the self-con¬ 
scious Ego do we find the ideal in its simplest terms, which 
is itself an ideal medium to itself, knows itself as this simple 
unity, and thereby endows itself with a reality, which is not 
limited to bodily and sensuous form, but is itself of an ideal 
chantcter. Here, for the first time, reality is in possession 
of a form adequate to the notion; or rather the notion sets 
itself up as its own opposite, makes itself objectively real 
and finds its own realization in that objectivity. The animal 
life, on the contrary, Is only pofenfia/fy such a unity as that 
in which reality as bodily form is other than the ideal unity 
of soul. In self-consciousness we have this unity realised, 
whose opposing factors are constituent elements of one 
transparent ideality. And it is as this concrete totality of 
self-consciousness that the Ego is manifested to others. Thu 
forms of animal life merely enable us through imaginative 
perception to divine the soul’s existence. Such only possess 
the troubled semblance of a soul, betrayed to us through 
the breath or txhalement which permeates the whole, gives 
some unity to all the members, and reveals in the entire 
instinctive life the first germs of an independent character. 
Herein lies the primary defect of the beauty of Nature, even 
when taken at its point of culminating form: and it is pre- 
cisely this defect which will introduce us to the necessity of 
the Idml as the beauty of art. But before we consider at 
length the nature of this Ideal, there are two determinations 
involved as the most immediate result of this inherent defect 
in natural beauty, which invite our attention. 

We have stated that in the animal form the soul appears 
as the bond of connection within the organism and the 
unified point of animation only under a cloud 3 and destitute 
of any fully realized content. We only find there a quite 
indeterminate and restricted mode of soul-life. We will now 
consider the abstract limitations of this mode more closely. 

1 tjrt'mA/, we hare the word trubtn abort, EnuidiJcd there 11 iiuul tied, ' 
life merely seen ihrnugh the [hick reil flf itutimlhr wnst. 
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B, The External Beauty of Abstract Form re¬ 
garded as Un i POtmmr T Symmetry, Conformity to 
Rule and Harmony and Reality in the Se^se or 
Abstract Unity of the Physical Material 
Thtre is in Nature an external reality which Is, of course, 
Yisibte and definitely objective, bin the inward unity of 
which, instead of present Eng itself in the concrete inwardness 
referable to the unity of soul'life, only goes to the point of 
indeterminacy and abstraction, In other words, it slops 
short of the inwardness sell-actualized in an ideal form and 
sis die particular existence conformable to its ideal content. 
Its appearance is that of the defining principle an the face 
of external reality. Now the specific characteristics of in¬ 
wardness in all its concreteness should be these, First, the 
principle of soul-life is asserted for itself no less than is 
potentially replete with content. Secondly, external reality 
interpenetrates this ideal arcanum, and by so doing fully 
reveals its true form as such external reality. A concrete 
unity of this nature is not reached by mere natural beauty: 
it lies beyond as the Ideal* On this plane of existence we 
cannot say that such a concrete unity enters into the marih 
ftstxuion of form. We have to deduce it through analysis, 
examining in their separation and singularity the dtrtfagvts/i- 
ittgfeatures which the unity supports. The form that in- 
forms here and the sensuous external reality fail apart from 
one another; or rather wo liavc hva distinct aspects which 
we are compelled to consider separately. By virtue of this 
fact, which we may either regard as* a division of the 
material of sense or as a review of certain fact s taken in abs¬ 
traction, the inward unity, which is one aspect of the ex¬ 
ternal reality, itself falls outside it: that is to say, it is not 
itself asserted in that rational reality as the wholly immanent 
form of the entire notion which constitutes ti, but rather as 
an Ideality and determinacy imposed externally. 

Such arc the points of view thus presented us which we 
wilt now consider more closely. 

First, then, we have to dbeuss 

t. The Beauty of Abstract Form 

The form of natural beauty in its abstraction is a form 
which is determinate and thus of limited range; in a further' 
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aspect of it it is focussed in a unity of abstract relation to 
itself . 1 On closer inspection we shall, however, find that 
the otfcmal manifold controls this form of abstract beauty 
by reason of its own dctcrrainacy and unity. We must not, 
however, imply in these latter any immanent inwardness or 
form of vital ideality, but regard them as purely material 
definitions and unity of the external medium. Forms of such 
a character are uniformity, symmetry, or conformity to rule, 
and finally harmony. 


(a) Uniformity 

Uniformity is, speaking generally, equality in external 
presentment, or, more specifically, the unbroken repetition 
of one and the same definite form, supplied by the deter¬ 
mining unity to the form of objects. Such a unity, in virtue 
of its initial abstraction, is at the furthest extreme removed 
from the rational totality of the concrete notion. Its beauty 
is therefore a beauty which is referable to the faculty of the 
analytical understanding. The fundamental process of that 
faculty is to perceive objects in their abstraction, not in 
their self-determined completeness and identity. For ex¬ 
ample, among all lines the straight line is that which is 
most uniform, because it alone manifests one abstract and 
undeviating direction. For the same reason the cube is a 
figure dominated by regularity of content. All its sides are 
of the same size, the same length of line and the same 
angles, which, on account of their being rectangular, how¬ 
ever much their size is changed, manifest no change in the 
form of their angles as is the case with angles which are 
obtuse or acute. 

With this characteristic of uniformity we must closely 
connect that of symmetry. Form is unable long to rest in 
that barest abstraction of its determination, namely, undif¬ 
ferentiated equality. A diverse relation is sure to assert it¬ 
self, breaking into the empty form of identity. In this way 
we obtain symmetry , which consists in no mere identical 
repetition of one form, but in a combination with some 
such form analogous to it, identical, that is to say, in its 

m 1 That li, the unity inonifc .ted in a* abstract from all concrete totality 
at the form itself. 
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self-determination, and yet manifesting a distinct contrast 
with it 'rhrough such a combination we obtain another 
kind of equality and unity, whose determination is*more 
extensive and more varied. If, for example, on one side of 
a house we meet with three windows of the same size 
separated at equal intervals of distance, then three or four 
more of loftier size than the first-mentioned standing at 
more extended or closer intervals in relation to them, and 
again three more precisely similar in size and distance to 
our original ones, we have then before us a symmetrical 
arrangement Mere uniformity and repetition of the same 
distinctions will never produce this result. We may find 
such distinguishing features in size, position, form, colour, 
tones, and many others like them, which, however, to pro¬ 
duce symmetry must be harmoniously related to similar 
forms of construction. When wc find a combination which 
presents to us an arrangement of such distinguishing charac¬ 
teristics according to some clearly uniform principle that 
then is symmetry. 

Both these attributes, uniformity and symmetry, being 
the determinations of the form and unity of external ap¬ 
pearance, are mainly applicable to distinctions in six. For it 
stands to reason that what is expressly posited as external 
rather than truly immanent determination is generally a 
quantitative 1 determination, whereas the qualitative fixes 
the inherent character of anything. Consequently that which 
is assumed only to affect the external appearance cannot 
be concerned with the changes which are found in the 
qualitative aspect. Size, on the other hand, and its altera¬ 
tion regarded merely as size, is for the qualitative determina¬ 
tion, when it is unable to assert itself in terms of measure, 
an indifferent determination. That is to say, measure is 
quantity, precisely in so far as it can give to itself an aspect 
which qualifies it, and thereby a qualitative determination 
is united to the purely quantitative one. As thus explained * 
uniformity and symmetry are merely restricted to the de¬ 
terminations of size and their uniform appearance or arrangc- 

1 This shows clearly that symmetry is only in an analogous way applic¬ 
able to mtracal tone*. 

a In other wonK uniformity U outride the purely qualitative relatioq, 
whereas symmetry is not to. 
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ment of differences in symmetrical order. Further inquiry 
will show us that this due co-ordination of size is as ap¬ 
plicable to the forms of organic life as it is to those of in¬ 
organic Nature. The human organism is, for example, at 
least in a certain degree both uniform and symmetrical. 
We have two eyes, two arms, two legs, similar hip-joints, 
shoulder-blades, and so on. Of other portions of the body 
the reverse is the case. We find no conspicuous uniformity 
in the heart, lungs, bowels, or liver. The question arises 
what precisely constitutes the difference here. The side on 
which uniformity, whether of size, form, or position mainly 
asserts itself, is obviously the aspect of the organism viewed 
from the outside. The uniform and symmetrical determina¬ 
tion, in complete conformity with what we should expect, 
is most apparent where the fact as objectively determined 
is itself the external envisagement itself, and carries with it 
the least impression of inherent life. The reality, which is 
most constant to this pure externality, rests satisfied with 
the abstract unity congenial to it. Within the organism, on 
the contrary, where we find the heart of the life-process, 
and still more openly in the medium of untrammelled 
reason uniformity gives way before the subjective unity of 
life. Nature is, no doubt, in its opposition to mind, a de¬ 
terminate existence external and independent; but even in 
her we find that uniformity only pre-eminently asserts itself 
where externality is the predominant principle. 

(o) Reviewing, then, shortly the prominent datsifualions 
of natural objects, we observe, in the first place, that 
minerals, taking the crystal for an example, as structures 
destitute of the principle of life, are characterized in their 
fundamental form by uniformity and symmetry. As already 
remarked, their form, it is true, is one appropriate to them¬ 
selves, is not merely the determination of external forces. 
Through an unseen energy the form that makes them what 
they are as products of Nature creates their configuration 
both within and without. This activity, however, is not yet 
the completed energy of the concrete notion as an ideal 
principle, which directs the independent consistency of the 
positive reality, subsuming them under an ideal totality 
such as is present in animal life. The unity and definition of 
their form persists in purely abstract onesidedness, and we 
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have as the characteristics of a unity which is wholly on the 
outside the bare forms of uniformity and symmetry, the 
determinating factor in each case being an abstraction^ 

<ii3) Plant lift is, of course, many degrees above the 
order of crystals. From the very commencement its evolu¬ 
tion is marked by a harmonious articulation, and consumes 
material 1° a constantly active process of self-nourishment. 
But pi Lint-life also is not yet really the living whole, 1 
Although organically divided into parts, its activity is still 
one that consists wholly in assimilation.* It is rooted in the 
earth with no independent power of (notion from place to 
place; its growth is continuous, and such energy of assimi¬ 
lation and self-nourishment as it possesses is not the tranquil 
self-subsistence ot a completely individualized organic exist¬ 
ence, but rather a continuous extension of its growth as an 
external object. An animat grows just as u plant grows, but 
at a determinate point that growth in its external sire 
ceases, and that which reproduces itself in self subsistence 
is one and the same individual. Plant-life, however, en¬ 
larges without intermission, and only its decease renders 
the further increase of its boughs and leaves impossible. 
And, moreover, all that it separately produces in this process 
is for ever the repeated pattern of the same organism in its 
entirety. For every bough is a new plant, and not, as in the 
case with the animal organism, only an isolated member. 
On account of this persistent enlargement of itself through 
all die separate plant formations whereof it consists plant- 
life is without the subjective animation peculiar to sensation 
and the ideal unity' which belongs to it. And, generally 
speaking, we may say that plant-life, however much the 
digestive process is an inward one, in which we find nourish¬ 
ment is assimilated and the organism determines the form 
which is impressed on its substance out of itself by virtue 
of the in creasing freedom of the notional type working 
through that substance, nevertheless substantially^ through 
the entire process of its life, it remains rooted to externality 
without either a true independence or unity, and such self 
subsistence as it possesses is continuous without a break. 

1 BtitdU Ubtndi^ktli, lit,, (he inwuled life-principle. 

* , Li h* " Is CcmtJnually ihniil rail into the extttoaJ." It, aclitiLF ** - 
lilc- is rhfected cnatKiirsi, 
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A<«d it is on account of this characteristic of plant-growth, 
namely, that it is for ever disserted on the side of externality* 
that we find uniformity and symmetry to be the fundamental 
uniiy^f its self-expression as it is n predominant principle 

i t5 structure. No doubt uniformity is not so regnant here 
as we observed it to be in the format Eon or minerals, and it 
is not expressed in the same extreme degree through the 
abstract straight line and right angle: but it prevails here 
notwithstanding, The stem for the most part runs on a 
straight line; the rings of plants of higher type form them 
sdvei; in circles; leaves closely approach the configuration 
ut crystals; and, at least as the basts of their type/we find 
tiiat the blossoms themselves in the number of their leaves, 
their position and form are determined with uniformity and 
symmetry. 

(y) Finally, in the living organism of aw mats a difference 
is asserted in the reduplicated structure of the members. In 
the bodies of animals, more particularly if we examine the 
higher species, the organism is a more inward, self-contained 
and self-determined totality; like a sphere, it returns, so to 
speak, on itself, while still remaining an external organism. 
It is an external process, and yet, as a process, asserted 
against externality, "i’hc more important organs arc those 
within, such as heart, lungs, and liver, and in these the life 
is bound up. Such are not determined tinder the simple 
characteristics of uniformity. In those members, however, 
even of the animal organism, which arc fixed in direct rela¬ 
tion to the outside world, symmetrical arrangement prevails. 
Among such must be reckoned the members and organs 
which assert the subjective principle externally no less than 
those which are the instmments of the active life. The 
sense-organs, such as sight and hearing, belong to the 
former; all that we see and hear is left as we found it. The 
oigans of smell and taste already mark the point of union 
with an activity exercised externally. VV e only smell that 
winch is already a-ssimilated ' by the organ of sense,and we 
only exercise our taste through an act of destruction. We 

likan %m Sichttfmhtfn f-tgri^rn. at, J think the dulmction 
implied 13 that in vmtH we me in actual c-mtact with a part of the . hjcct. 

T tlr wmc bjin^ trwld, however, be (rue uf sifiht aeeunlinjt U> fiumn 
iiieviy expEotltti ty Newton'* hypothesk 


THE PHILOSOPHY OF 


190 

have, it U true, but one nose, but it is subdivided into two 
sections, each of which is uniform in structtEre* The same 
description is applicable to the Ups and teeth and other 
organs like them. Further than this the eyes and eaW, and 
the limbs employed in motion from place to place, or for 
direct control over external objects* in other words* legs and 
arms, are entirely uniform in position,, form, and other 
qualities. We find, therefore, that in the organic world no 
less than in the inorganic uniformity asserts a very real pre¬ 
dominance, qualified, however, by the fact that its presence 
is limited to those members which are the instruments of 
the organism in its direct relation to the external world. On 
those through which the life-process returns on itself by 
virtue of its own subjective principle there is no such im¬ 
pression of uniformity* 

Such, then, are the leading characteristics, of the forms of 
uniformity and symmetry, and the manner in which they 
are asserted in the configuration of natural phenomena- 

(£) Conformity to Rule 

We now propose to distinguish the more generic concep¬ 
tion of conformity to law, 1 so far as it appears on a higher 
plane of organic evolution than that already adverted to, 
and marks the passage of the same to the freedom of natural 
no less than spiritual life, from the more abstract forms dis¬ 
cussed above. Taken by itself, no doubt, conformity to rule 
Is not alone sufficient to give us the subjective unity and 
freedom of totality \ but we do find in the configuration to 
which it corresponds a totality of essentially distinguished 
(horaettrhtics^ such as do not merely emerge in dfgtrmc* and 
opposition, but betray both unity and determinate connec¬ 
tion in such totality* A unity thus controlled* albeit stilt only 
positively asserted in quantitative substance, is no longer 
referable to essentially exterior distinctions of mere size 
numerically ascertainable, but already introduces to our 
notice a qualitative relation of consistency between these 
contrasted determinations* In other words we have here 
neither the abstract repetition of one and the same detcr- 

’ Gtutimniiigtiit, t anno* think of an EttgEbli, word that quite re- 
produces iL 1 2m not utre that rithcr con fortuity to rule m law ninety 
quite expresses it. It. implies both. > 
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roinant, 1 nor a uniform interchange of similarity and dt&- 
simikmlyy but the conletnpQraricGUE association of aspects 
essentially distinct from one another, W& find, in fact, our 
senior sight gratified by the association of these distin¬ 
guishing features in their completeness, And it is die 
principle of reason which affords us such satisfaction, gratify¬ 
ing our sense only through the Totality, or rather through 
the very totality of differences the nature of the fact re¬ 
quires, Such a connection, however, still remains an un ca¬ 
ptained nexus* which sense-perception arrives at partly on 
account of its persistent repetition,, and in part through an 
intuition of deeper source* 

A few examples will make dear the process of definition 
from uniformity to conformity with law. Parallel lines of 
equal length are abstractly uniform, A further step is taken 
when we compare geometrical figures of the same form, tri¬ 
angles, for example, but assume their size to be unequal. 
Hi:re the angles subtended by the corners of each and the 
relation of line to line is the same, but we find such simi¬ 
larity in diflereni quanta. Take again the circle, it does not 
possess the uniformity of the straight line, but at the same 
lime the determination of abstract equality striedy applies to 
it, for all its mdii ure of equal length. The circle is conse¬ 
quently still but a curved line that awakes no particular 
interest. 1 

On the other hand, there is still less uniformity in the 
tUipse and the parabola, and they are only understood 
through the law of their form- In other words the radii 
vector*! of the ellipse itfu both unequal and in conformity 
with rule, and the same qualification applies to the greater 
anti lesser axis of their lines of differentiation ‘; moreover, 
their foci are not central as is the case with the circle. We 
find in these examples, therefore, a qualitative relation of 
difference assert itself in the law applicable to such Lines 

* As in uniformity. * As in symmetry, 

1 That ir to say, *[tf.ri from symbolical meaning, it pysMsvs no htijilcn 
law lv be discovered in (he relation of part ta pin. 

* The n Lifji *tc 4if £tvim uttJ Lfrint Jrr zvu westuiiukrm Unfit- 
r, r bi(iit. Thcs« refer primarily, it appears, Eo ihe axes of an ellipse, but 
the expression may poh'-ildj inclmfe the uh of a parabola parallel to 
I he sides of ft tone. However J admit frankly I ftod ibe words BPnr 
n ;wtfh~cht,rt Unieritkitdt difricttll to interpret dusely. 
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and constructive of their interconnection. If, however, we 
divide the ellipse by means of its greater and lesser axes we 
obtain four equal sections; regarded as a whole, therefore, 
we still find the principle of uniformity paramount '.n this 
figure. Of a higher degree of freedom in its conformity to 
law is the oval. We know there is such a law, though 
mathematicians have been unable to express its formula. 
This figure is not an ellipse, but the higher curve differs 
from that below it. Still we find that even in this example 
of freer eccentricity in Nature, if we divide it through its 
greater axis, we have still two equal halves. The final ex¬ 
pression of mere uniformity in conformity to law is shown 
in lines, which, as in the example of the oval, when divided 
through the smaller 1 axis, give us unequal sections, neither 
section being a mere repetition of the other. The so- 
called undulatory line is an example of this, in the sense 
Hogarth describes it as the line of beauty. Thus the inclina¬ 
tion of the arms as they fall on either side of the human 
body is opposed. Here we have conformity to rule without 
uniformity pure and simple. Such a kind of conformity es¬ 
pecially characterises with its variety the conformation of 
the nobler living organisms. 

Conformity to law is, then, an attribute of substantiality, 
binding together both its differences and its unity; but it 
remains still abstract on the side of its controlling form, un¬ 
able to supply individuality with the freedom of motion, or 
rather by virtue of that form is entirely without the higher 
freedom of subjectivity, and quite incapable of revealing the 
vitality and ideality proper to it. 

(f) Harmony 

On a higher plane in the sphere of abstract beauty must 
be placed harmony. In harmony we find qualitative distinc¬ 
tions are held together, and further held together in a total¬ 
ity of differentiation, such as is based on the essential nature 
of the fact itself. This consistency of support is derived 
from conformity to law, in so far as that form unfolds what 
is essentially uniformity, and thereby passes beyond the 
mere characteristics of equality and repetition. But in doing 

* In the text grtu/n, obviously a misprint. , 
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this the distinctions of quality assert themselves not only in 
the Jr difference of opposition and contradiction, but in as^ 
pem of a unity that rivets them together, a unitv in which 
4tJ djstihpushmg features, it is true, are maintained in their 
proper place, but sfciU only as belonging to one single whole, 
i hrs anity of accordance is what constitutes harmony We 
may either regard it as a totality of aspects essentially dis¬ 
tinct, or as the resolution of the element of mere ecmtradic 
tion asserted by them, revealing their more vital intercon¬ 
nection and ideal solidarity. In this sense we refer to the 
harmony of form, or colour, or musical tone. As an example 
w t have blue, yellow, green, and red as the fundamentally 
necessary d i IFcren Liation of colour. 1 

In these Irresolvable data of the spectrum we have not 
merely the inequality we found in symmetry, but contradic¬ 
tory opposites, such as yellow and blue, their neutralization 
mid mtbal concrete identity. The beauty of their harmony 
- s m t£lfc avoidance of their cmde opposition, which 

is softened thereby in such a way as to pm before us the 
concordance hidden beneath their difference. They do, in 
tact, emanate from one source, namely colour, which is not 
an abstract conception,- but an essentiaj totality. So far 
indeed, can the compulsive force of such totality carry us 
that we can, as Goethe has pointed out, when we have but 
one colour presented to us, still subjectively recognize an 
othe r a t the sa me time. In t he sa titc way the ton ic, roed hint 
umi dominant are essential distinctions among musical 
tunes, which the unity of harmony associates through their 
difference tr \dnt- whole- We may submit the harmony of 
form, which is differentiated through the varied aspects of 
position, repose, and motion to a similar analysis. If «c 
suffer any one of the subordinate distinctions to assume an 
c«^o_e tbe which elates them will be 

Harmony, however, is not to bo confused with free ideal 
vu jectivity and soul-life. In the latter the unity manifested 

i ^ nc , 0frcctl,cis this statement aetaiding to more recent analysis 

not, oi course, afica the srjjmnenr. 

A feAr rinieirig. I thinli iht meaning; here ti dim rtlejHj is not an 
aMrnct i-SiA fur lIHlependenl rpittHtK but h ttl« picric r.oLi on »i * 
newjr ataLtng totality. * 
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is not merely an interconnection and concordance, but a 
positive negation of difference, which, for the first time, re¬ 
veals their concrete and ideal unity. A concrete unity such 
as this is not the result of harmony. Such concrete unity is, 
for example, that which we find in the actually melodious 
thing,' which no doubt possesses harmony as its fundamental 
form, but at the same lime possesses the higher character¬ 
istic of free subjectivity, and by means of song gives ex¬ 
pression to that. Harmony alone 1ms nothing to do with 
the appearance of subjective life, as such, nor of that of 
mind, although it is the highest manifestation of abstract 
form, and stands in close affinity to free subjectivity. Such, 
then, is our determination of abstract unity as we find it 
brought before us in the specific modes of abstract form. 

2. Beauty as Abstract Unity of the Material 
Medium 

The side of abstract unity which we have now to consider is 
not that directly related to form, but to the sensuous material 
simply in which it is asserted- The unity is manifested on 
this side as the entirely undifferentiated concordance of the 
particular sensuous material. It is the one form of unity, 
which the material of sense, in its purely objective aspect, is 
capable of receiving. On this plane and under the above 
noted relation 1 the abstract purity of the materia in its 
form, colour, or tone constitutes what is most essential to it. 
Entirely straight drawn lines, which run without a shadow 
of difference in their straightness or strength, bare superficies 
and similar examples please us by virtue of their persistent 
regularity and their uniform homogeneousness. The purity 
of the heavens, the translucence of the atmosphere, a mirror¬ 
like lake the smoothness of the ocean’s face, all give pleasure 
by virtue of this unit)*. We find the same truth brought 
home to us by purity of tone. The voice when purely pro¬ 
duced, though taken quite by itself, possesses an attraction 
for us inexpressibly delightful; vocal notes which ore not 
thus pure on the contrary, by permitting us to hear the organ 
•of production along with them, disturb or weaken the pure 

• A lift melrditfkt, primarily organic, of course. 

1 Namely, that of abstract unity. « 
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resonance and definition of their music, In much the same 
way human speech possesses pure tones in its vowels, a, e, 
l * °* % «« lts compound vowels, ae, u, and tj, Popular 
dialects are particularly characterized by impurity of vocftl- 
[ranoji and mediate tones such as oa. Purity of "tones con¬ 
sists further in this that the vowels are associated wiih con 
sonants, whose sound does not tend to blurr the sonority of 
the vowel tones, as is loo frequently the case with our 
northern languages, when contrasted with the way in which 
their purity is preserved by the Italian, a characteristic 
which makes that language so adaptable to singing. We ex¬ 
perience an enjoyment of similar nature through the sight of 
colour m its simplest purity of tint, an absolutely pure red 
or blue for example, not by any means a common occur¬ 
rence, such pristine colours being often weakened through 
the addi tion to them of yellow or tints of each other/ Violet 
can no doubt appear to us as a pure colour, but only in an 
estemat object, not, that is to say, as a compounded colour, 1 
for it is not itself an elementary colour belonging to colour's 
essential differentiation. It is these elementary or cardinal 
colours, easily recognised by sense in their purity, which, on 
account of their crude opposition, are most difficult to unite 
together m harmony Colours, on the contrary, which are 
blurred in their transparency by many other tints, although 
not so antagonistic to general harmony, fail to give us such 
direct enjoyment from the very fact that the energy of op 
position in them is weakened Green, for instance, is a 
compound of blue and yellow, but it is the neutralization or 
these cardinal colours, and for that reason less attractive 
to us in its own purity than blue and yellow in their secure" 
opposition. Such ate the points of most importance we 

[ Mvgvl expresses this FEUber differently hy savin* 'hat 'her tend to 
pus* over into pink (rMtfffy (w orange («&!***) and C r«m. I have 
put the *ame statement rather mare dijeeth-. 

■ jhlnk this is I he meaning of the w«Ji aitr twr tiutirrlkk* 
itu hi bettkMHtzt, V 'diet, however, in now regarded a* a rnrdihal tuiouj, 

" Hit. l» dquUeil whether llic tUfficaltyof Lirinr m.m- ii«r- cutout 
IS M Uqjet States it* 

* Thu of course it a very QtteftiHUhfe path bn from the point of view of 
J^thcliE lajge no ]*?** 3 han tic GonFamiilf of our slight to ipafurjiJ cj Inject*. 
Ttic ubviottf retort is, it all depends what (he nalure of Ifoe green 
Wm\ u there ucli a preponderance cl K r« n in Nalmc is wc find it? 
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have to remark upon in dealing with the abstract unity of 
form no less titan the simplicity and purity of the sensuous 
material. In whichever aspect we regard our subject-matter 
we have to review that which is by virtue of its tfostract 
character destitute of life, and a unity with no true actuality. 
Ideal subjectivity is inseparable from this, and such is en¬ 
tirely absent from the beauty of Nature even at the highest 
potency of its manifestation. This essential defect points us 
imperatively forward to the Ideal, which Nature is unable to 
reveal to us, and in contrast with which the beauty of Nature 
appears as a subordinate mode. 

C. Defective Aspects of the Beauty of Nature 

The true object of our inquiry* is the beauty of art viewed 
as the only reality adequate to the Idea of beauty. Wc have 
hitherto treated the beauty of Nature as the first mode of 
the existence of the beautiful. We have now to inquire more 
closely into that which distinguishes natural beauty from 
that of art 

As an abstract proposition we may affirm that the Ideal 
is beauty in its rounded completeness. Nature, on the con¬ 
trary, brings before us beauty in its incompleteness. Such 
abstract predicates do not, however, help us much, for our 
real problem is rather to explain exactly what it is which 
makes the difference between the completeness of the one 
from the incompleteness of the other. Our inquiry therefore 
hinges on the question how it comes about that Nature is 
necessarily incomplete as a mode of beauty and how this 
incompleteness is asserted. When wc have answered that 
wc shall be in a better position to deduce both the necessity 
and essential significance of the Ideal. 

We have already in following the process of Nature up to 
its culminating manifestation in animal life drawn attention 
to the modes of beauty revealed in that process. It is now 
of the first importance that we fix our attention more 
definitely on the culminating phase of that evolution where 
wc find subjectivity and individuality presented to us in the 
living organism. 

We have already referred to the beautiful as the Idea in 
a manner identical to that we employ when we speak of tjic 
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good and true as the Idea, in the sense, that is to say, where 
wc characterize the Idea as the wholly substantial and uni¬ 
versal,*^ absolute substance—with no sensuous material 
therewith—of reality, in short, the consistency of the world. 
I>etermined more strictly, however, as already pointed out, 
the Idea is not merely substantiality and universality, but 
the unity of the notion and its reality, just that, the notion 
revealed to us as notion in its coincident objectivity. It was 
l’lato who, as we have remarked in our introduction, posited 
the Idea as that which was alone true and universal, and, 
indeed, as the one concrete Universal. The Platonic Idea is, 
however, not itself as yet the concrete real\ for apprehended 
under the notion and its universality it is already coincident 
with the real. Apprehended, however, only in its universal¬ 
ity, it b not realized, realized, that b to say, as Truth in 
its self-determinate realization. It b still only the potency 
of such self-realization. But just as the notion is not the 
notion of real existence without its full objectivity, in the 
same way the Idea without its realization in the objective 
world b not the Idea in its Truth as existent reality. The 
Idea must proceed to such realization, which is only present 
itself for the first time in a really existent subjectivity 
adequate to the notion, and its ideal unity and self-deter¬ 
mination. In the generic species we find its reality first 
manifested as free and concrete individuality. Life only 
exists as a living thing; goodness is only realized in par¬ 
ticular men; and all truth b simply the consciousness of 
knowledge —Spirit which has come to its own vital inherit¬ 
ance. Only the concrete singularity b both true and really 
existent, mere abstract universality and particularity b not 
so. This self-subsistent actuality, thb subjectivity is the 
point on which everything turns, and which we must fully 
grasp in its significance. Subjectivity may be defined as ideal 
determination by virtue of a principle of ideal unity which 
asserts itself through negation of the differences presented 
to it as consbtent parts of one objective reality.* 'fhe unity 
of the Idea and its realization is the negative unity of the 

1 That u to ay, under the Platonic view of universal. 

* So I have interpreted the words, Die Suljoctiuitit nun ahtr liegt in 
dr Mtgativen Einheit alt IdetHttiun der (Jntnuhude and ihm rea 'en 
Best them. 
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Idfa as such and its reality \ it is at once and at the same 
time the subsuMpfi&R and deposition in a unifiEd con Lent of 
the difference asserted on cither side. Only in the# active 
process is the unity of the Idea affirmatively determined in 
its full activity* a unity and subjectivity whose process of 
self-determination is Infinite. We have consequently to ap¬ 
prehend the Idea of the beautiful jit its realized mode of 
existence as essentially concrete subjectivity and* moreover* 
liH Individual substantiality* by virtue of which it is the Idea 
really existent, possessing the form of its reality' in concrete 
and individual singularity. 

Put here we must distinguish between two distinct modes 
of singularity or individuality, namely, that which is imme¬ 
diately presented us by Mature and that which is predicated 
ot mind (spirit). In both forms it is given determinate exist' 
i'Oce, and consequently Es in both substantive content, the 
Idea in short, and in die particular sphere of our inquiry 
for both forms the Idea as beauty. Viewed in this way wo 
may affirm if we please that the beautiful of Nature has a 
similar content with that of the Ideal. In contradistinction, 
however, to such a point of view we must not fail to observe 
that the difference of form, in which the Idea herein attains 
reality, that is to say the difference between the individuality 
which prevails in the spheres of Nature and Spirit, the dif¬ 
ference asserted in its respective appearance, this It is which 
constitutes an essential distinction. As we shall sec, the real 
point of our inquiry is this, namely, which of these two 
lornis is really the one most adequate to the Idea, for It is 
obvious that it Is only in the entirely adequate form that the 
iotality of the Idea is in Us full content explicitly realized. 

I hi r Is the tnore immediate point we have now to examine in 
so far as the difference between natural beauty and the Ideal 
fills into line w r ith the Forma] differentiation of singularity. 

immediate singularity is no doubt primarily found in the 
domain of Spirit no less than in Nature as such. For, in 
the fir.-it place, Spirit is possessed of an external existence 
in bodily form; secondly, even in spiritual relations. Spirit, 
in the first instance, only exists in its union with immediate 
reality. Subdividing our inquiry in conformity with such 
facts, we will consider the nature of immediate singularity 
from three different [joints of view. 
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t. (a) Wc have already seen that the animal organism 
preserves its determinate existence through a persistent evolu¬ 
tionary process of its own in opposition, to an environing 
inorganic Nature, which it assimilates by means of consump¬ 
tion and digestionj compelling thereby what is external to 
submit to that process^ anti inserting its own Independent 
existence by so doing. We found at the same time that this 
living process is a system of activities, which is realized in a 
system of organs, whoso functional action consists in those 
very activities. The one and single aim of this homogeneous 
system is the self-preservation of the living totality thereof 
through such a process. The animal life consists, therefore, 
in a life of sensuous impulses, whose general course and 
satisfaction is realized in the above-mentioned organic sys¬ 
tem* The living organism is for this reason articulated in 
its parts under a tekofogUalprinciple t and the principle or 
end subserved is self-preservation. Life h immanent in 
every member: they are united to life, and life is one with 
them. And the net result of this animate process is that the 
animal is maintained as a thing conscious of itself as an 
individual subject of feeling, life and the self-enjoyment its 
singularity procures for it. We have only to compare animal 
life with plant life to see the difference implied in the 
absence of such a sense-consciousness. The plant simply 
brings to the birth new specimens of its species, without 
even being able to concentrate any single; one on that point 
of negation, which constitutes self-singularity, We must, 
however, add that even in the animal organism and its life 
wc never have actually before our eyes the true manifesta¬ 
tion of this ctntn of unity, but rather simply the manifold 
of its members. Life is still too deficient on the side of 
freedom and in opposition to the mere caprice of sense-life 
to manifest such a subjective individuality as is capable of 
breaks ng through the cate rival en v isugcment of its organ ic parts. 
The vital centre of such activities in the animal organism 
still remains veiled from vision, and all that we see are the 
mere outlines of the figure, and this for the most part con¬ 
cealed from our view by feathers, scales, hair, fur, or spines. 
There can be no question that coverings of this nature, 
though characteristic of the animal world, are coverings 
" which partake of the form of the vegetable world. And it 
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^ precisely at this point ibai the beauty of animal life 
declares its essential insufficiency. That which the Of can ism 
,l “® . most TlsiWe to us is not the soul-principle. That 
wh'ch is directed outward and throughout appears is not 
, J '^ mlhm p uut rather formations accepted from a lower 
plane of existence than the essentia] embodiment of life. 

he animal is only fully alive beneath that outer crust and 
consequently for this very reason that its intvanineis 1 is not 
wholly made read in a form adequate to reveal it, we are 
unable to see the principle of Life every where shine freely 
through tt; it remains mfy an intirard/tess, and the shell is 
txttrnal only\ unpermeated by the vital principle, 

W The ten™ body, in virtue oflts more exalted station, 
presents us with a striking contrast. In this we are every- 
wnere reminded that man is in possession of a unity of feel- 
■ng, a soul. The human skin is not covered over plant-like 
with an apparently lifeless sheath; the pulsation of the blood 
ts visible throughout the entire surface; the beating heart 
of hfe is everywhere at the same time apparent; and we 
have m this outward manifestation, as it w< re, the real fount 
of hfe made visible, the turgor vita* ns it streams from its 
centre. In die same way the human skin, sensitive through¬ 
out in its minutest parts, reveals to us the mor&t&zsa of u_s 
colouring, those tints of flesh-colour and vein-colour which 
are the despair of an artist. On the other hand, houever 
mudi the human body presents, as the apparent mirror of 
Life, a contrast with that of animals, it undoubtedly ex- 
P r f^ natural process of sell preservation in the 

subdivision of the skin, and the indentations, wrinkles 
potes, small hairs and veins which we find attach thereto. 
In fact the skin itself, though permitting the inner life to 
shine through it, is none the less an external protection of 
that Life, a means obviously intended for such self-presem- 
rnn. The supreme significance, however, of the contrast 
here presented is traceable in this extraordinary sensitiveness 
of the human cuticle, which, aidlough not absolutely the 
seat of feeling itself, alone renders such feeling possible 
Out at the same time even In this direction we are made 
conscious of the detect, that this sensitiveness does not 

1 Dm fl** the incipient riPRli laxity ,rf a 5ub; CC |. * 


KJNil ART 


jot 


penetrate as a vital impulse of concentrated emphasis equal!v 
Ihrough alt the members. We find in the human body 
iLselftcertatn organs whose form is entirely appropriate to 
mere animal functions, while others pive a more adequate 
expression to the entire sotildife, its feelings and passions, 
Kegardedm this way it is obvious that even in the human 
body the inner life of soul has not found its complete re¬ 
flection iti all parts of its external real Leaf ton. 

The same defect is apparent on the higher plane of 
the tpmtitdi world aud its organizations, if wre consider such 
unoer the aspect of life; as immediately presented. The 
more extensive and the richer their configurations are, the 
more we shall find that the fundamental object of the inner 
life oj such totalities requires other means co-operative with 
sucli externality tor its adequate expression. Such organiza- 
Itous no doubt appear in immediate reality as organic wholes 
in wlndi definite purpose is realized, and the realization of 
sum purpose is manifested by the mediation of voluntary 
effort Every centre of such a spiritual organism, such ^ 
the State or the family, that 3S to say each individual organic 
totality, is m possession of a mV/ capable of such exercise, 
auri appears in unity with the other members of the same 
organism; but the cm inner soul of this nexus, the freedom 
and reason of the ami of all is not visible in external reality 
suc " ! p n ^ L ‘ absolute freedom of its subjective and uni- 
1 [ Ir 1 nCTplc of !ik-, mu i-. it [bus manifested in every 

part. J 


1 fie same thing may he observed in particular actions and 
events, where we find a similar organic totality present. The 
inner motive from which they proceed is not wholly made 
visible upon the external surface of their actual presence. 

Jw j* do a total presentment of fat, whose most 

lundanitjita] ground of unity and vita] It v stilt remains hidden 
frvm light. 


finally, when we consider froni the same point of view 
s iiTgle individual we are confronted with the same truth. 
Every human person h a self-rounded totality, held together 
the central unity of lift. In the immediate envisagemunt 
ot reality, that is in his life, action, avoidance of action, 
desires and impulse^ he only appears in a fragmentary' way; 
none the less it is only from a general survey of all his 
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iiciions or sufferings that we aro able to form an estimate of 
character. The centre of unity which thus concentrates to 
a point the entire subject’nutter of our extended wrftey is 
not as such either visible or directly apprehended- 

3. The second point of importance to which we would 
draw attention is this. With the immediate appearance of 
individuality the Idea, as we have already indicated, re* 
eeivea detenu inale existence. Through this very immediacy 
however it becomes interwoven with the complexity of the 
external world, is conditioned by the limitations of external 
circumstance and the relative character of meat]3 and ends 
which arc found there, in one word is carried into the 
finitutk of external Nature. For though immediate singular¬ 
ity is in die first place a fully rounded off unity, it is for 
the same reason only self-exclusive as a centre of negation 
opposed to 0ifrers t and is, by virtue of its immediate singu¬ 
larity, influenced by, no less than related to* a totality of 
real existence other than its own, upon which it is depend¬ 
ent ht a thousand different ways. The Idea, in short, Is in 
this very immediacy realized in every direction as individual 
distinct fan- It is consequently now merely a reflex of the 
inherent energy of the notion which binds all individual 
existence, that of Nature no less than mind in reciprocal 
correlation/ Such a relation to the existences themselves is 
a purely externa! one, and appears also to them as a single 
exttmtd n&ezsity uniting each part of the manifold in one 
shifting com plexus of interrelated reciprocity. The imme¬ 
diacy of determinate existence is therefore, as thus regarded, 
a system of necessary relations between apparently self-suIn¬ 
sistent individual things and forces, in which each singular 
entity is committed, as a means to the service of ends foreign 

L t have translalcvl Lhe Urmia Udhi rmr dit inn ft Macki ' 1 merely n 
HftfX of lhe in herein energy, 11 etc. i du nut pretend t Irfrety lo dC3 r up 
qil the ukies of LhIs paragraph. I would rather remind the general 
rearjef that in this entire ilmusimi of the principle uf individuality and 
its mods mi real existence we are face to face wiib one iba f.m-.lamenlal 
dUTiCulties of the Hegelian pbilourjiby, the passajre of the Idea to 
Nature. Header* who wish to im iLifilc&tti« more fully developed on 
this aspect of liege/* thought should l«4 Professor Sethis interesting 
and on the whale moderately worded ctitieUrti contained in his little hook 
“ i IegelianL• m and rcttOIUlEity ir (HUckwood and Sons; ice particultirlf 
Lecture [V, Thought and Reality^ 


Vim ART 


30.1 

to it, or itself is itomptllid to utilize that which is external 
to stselt as such a means, And inasmuch a_s the Idea is 
uitdJr this aspect wholly realised an the ground of extern- 
^bty p there appears at the same time the unrest rained play 
cl eiery caprire and accident, no less than the uncontrolled 
discharge of the burden of Indigence. Singularity as imme- 
diate appearance lives and moves in the realm of un¬ 
freedom. 

(«) I he individual aniffuti is, for example, fettered wholly 
wulun the bounds of its natural environment of air, water 
and land. Its entire way of living, the mode of its self- 
nourishment, everything that concerns it, is thereby deter¬ 
mined. It is this which differeniiiitts with such variety the 
species oi animal life. We find, moreover, in termed tale 
strains, such an swimming birds and suckling animals, which 
[ ,ve Jn the water, amphibious species and others which still 
further mediate l>etween the more obviously generic. These 
aiv however, mere confusions of race, and indicate no 
rnglior mediation of considerable range. Throughout we 
fmil die animal subject in its self-preservation to the absolute 
necessities of externa! nature, cold, drought, or insufficient 
supply of the means of nourishment. Under this despotic 
dominion it is liable through the parsimony of circumstance 
to lose the fulness of external form, the blossom of its 
beauty, in short to become as it were [he reflex of starving 
hature herself. External conditions fix imperatively the 
measure cl beauty it either preserves or forfeits, 

. f be human organism, in its particular bodily existence 
is subject, if not in the same measure, to external forces of 
Nature, and is compelled to face the same contingencies, 
Uctioem livelihoods, and every' kind of harassing disease 
and misery. 

(c) If we carry investigation further to that still higher 
plane oi immediate reality where spiritual interests arc pre¬ 
dominant we shaEl find this dependence on external condition 
for the first lime emphasized in its full relativity. Here we 
are face to face with the prose of human existence in its 
emire length and breadth. The contrast already noticed 
between ends subservient to purely physical wants, and 
* those profounder aims of spiritual life, and the conflict 
which tends to inflict a loss on one side or the other, already 
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□pens gut view of it Add to this every individual man, in 
order to preserve himself as such, is compelled to make 
himself in many wavs subservient to othere, and the limited, 
aims of others, and on the other band, in order to satisfy his 
own narrow interests, to accept the service of others as a 
mere means for their fulfilment. The individual, then, as he 
appears in the prose-life of every-day existence, is not there¬ 
fore active gut of his own particular totality, nor is he in- 
tclligible so much in virtue of himself as in virtue of that 
which be is not , 1 For individual man stands in a relation of 
dependence to the influences, laws, organizations and other 
social relations of civic life which he finds already existing 
around him, and lo which he must submit whether he forfeit 
his own independent soul-life thereby or not. And more 
than this, each separate individual is not presented to others 
as such totality, hut is only reflected in. whatever isolated 
interest they may happen at the time to possess in his 
actions, desires, and opinions. Arid what interests mankind 
mainly is some relation to their own particular thoughts and 
aims. Even historically important actions and events, with 
which the community is expressly associated, appear in this 
field of relative appearances merely as a tnanifqldof isolated 
eflorts. It is a varied collection to which each contributes 
as he may, with aims by no means identical, some of which 
meet with success while others miscarry', and indeed, be 
they ever so fortunate, are significant in a very subordinate 
degree if we consider them as contributions to the well¬ 
being of all. What the majority may carry through, in con¬ 
trast with the entire aggregate of events and the end applic¬ 
able to all,* to which it furnishes its quota, is after all a mere 
patch; nay, even men of eminent standing, who feel and are 
fully conscious of the universal passage of events , 3 as their 
own world, are for all that clearly immeshed in the same 
net of particular circumstances, conditions, and a thousand 
other hindrances involved in their relative position. On all 
these grounds it is plain that in this sphere of exterior life 
the individual world is unable to offer us the vision of that 

1 A*i ,4 ‘tderem, t.g. . I lie Eliit ■ Self of (t pehen.ee. 

3 /Jer fofaftt i Zit'tiii. 

[ think the expression i las Gantfdtr meins ihu nllict than ■ 

the entire #l organic winkle oftiving reality. ,p 
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independent and complete freedom of the living principle, 
such as is essential to the true notion of beauty. It is, of 
course, true that the immediate appearance of human reality 
and frs events and organisations is not without system, and 
as such is a totality of activities; but this whole is rather in 
its appearance a mere mass of isolated fragments. Moreover 
the practical concerns o! such activities arc divided and 
subdivided into countless parts, and in such a way that 
each single part is in touch with the merest fraction of all; 
anti, in short, however much individuals may remain stead¬ 
fast to their own purposes, and only bring forth to the light 
that which their own interest has employed as a means, the 
self-subsistence and freedom of their will remains more or less 
of a formal character, determined by external circumstance 
or accident, and constantly thwarted by natural causes. 1 

This is the prose of the world, as presented to our own 
consciousness no less than to that of others; a world of 
finitude and change, a world! immeshed in relation and 
submerged beneath the pressure of necessity, a w orld from 
which no individual can extricate himself. The central 
parados of life confronts every unit of the living whole. 
On the one hand there is the impulse of individuality to 
perfect its isolated unity in self-exclusion; on the other 
there is the necessary condition of dependence on others 
horn which none may claim immunity. However prolonged 
the struggle to overcame this contradiction may bo the effort 
or that interminable battle only terminates with life itself. 

3, Thirdly, the immediate singularity of the worlds of 
Nature and Mind is not merely conditioned by dependence 
on others, but is deficient in any complete self-subsisteney 
owing to its iQftfuttd '.nature, or with more accuracy, because 
it is particularized in its own specific mode of manifestation. 

(a) We will explain Our meaning further. Every single 
sjXicimen of life in the animal world is from the first 
fettered by a definite, that is to say, a restricted and con¬ 
stant species, beyond the limits of which it cannot pass. 
There is in the spiritual world, no doubt, a general picture 

r [[ is well fur the general reader Co remember ibsc *v have here hi* 
full uccuunt uf what corutit ules the ionltnt ol a free uill- The cmplnwli 
throughout ii on human activity as mctcL-4ci! in -i world conditioned in 

external aspect by n tabwi f taw$ uf Nature. 
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of life and its organization, which floats vaguely before our 
vision; but in the real world, which is one with Nature, this 
universal organism breaks up into a multitude of particulars, 
each of which possesses the determinate type of form*and 
grade of cultivation in which it is related to a definite portion 
of the social organism. In addition to this and within these 
insuperable limits, we find the pressure of that element of 
contingency, as regards general condition or external en¬ 
vironment, predominantly asserted both uniquely and in 
haphazard fashion throughout every one of those individual 
units. Such a state of things disturbs our vision of the self* 
subsistcncy and freedom, which the idea of true beauty im¬ 
peratively requires. 

(£) As already observed, it is unquestionably true that 
Spirit discovers in its own bodily organism the notion of life 
completely realized. This is so much the case that, in con¬ 
trast with it, the forms of the animal world appear not only 
as incomplete, but in inferior species as even pitiable ob¬ 
jects. The human organism is also, however, broken up, if to 
a less degree, in racial subdivisions and the ascending grades 
of beauty which distinguish such races. Moreover, in addi¬ 
tion to this obviously very general line of demarcation, wc 
have presented to us all the accidental variety of qualities 
peculiar to distinct families and their interfusion with one 
another, such as modes of life, facial expression, and general 
demeanour. We must further associate with such character¬ 
istic traits, which all of them emphasize a condition of 
essentially unfree particularity, those peculiarities which are 
inseparable from activity employed in the endless round of 
commercial life or professional career; qualities which find 
their ultimate expression in the specific habits or idiosyn- 
cracies of any exceptionally marked character or tempera¬ 
ment, or, as the reverse side of the picture, in the various 
confusions of arrested development. Poverty, care, anger, 
coldness, and indifference, the rage of passion, the obstinate 
retention of narrow purposes, indications of change and 
division in the spiritual world, entire dependence on that of 
Nature—in one word all that is implied in the transitory con¬ 
dition of human life—leaves its indelible, if quite incalculable, 
expression on the varied surface of the faces of mankind. Who 
has not crossed weather-beaten types of such, on which the • 
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storm of all the passions has imprinted its disturbing wave; 
or others, where the coldness and superficiality of the soul 
within is all the impression we receive; or, lastly, as the 
final \erdict of self-absorbed particularity , 1 cases in which 
the general type seems almost totally to have disappeared. 
There is no end to the caprice of the human features. 
Speaking generally, we would associate with this ground the 
fact that the beauty of children most arrests us. In their 
faces we find all pronounced idiosyncracies slumber as it 
were beneath a quiet veil; no dominating passion as yet 
ravages their soul; not one of the thousand interests of the 
grown man has engraved for ever the expression of its ne¬ 
cessity on these mobile features. This envisaged innocence 
of the child, however, though we may discover in its flexible 
animation the possibility of Life’s completed fulness, obvi¬ 
ously fails to reveal those profounder indications of a spirit 
which has been carried forward to explore the range of its 
own recesses and to make its life one with rational purpose. 

Wc may regard, then, immediate existence, both in the 
purely physical and spiritual sense of the term, as a finitude, 
or more justly os a finitude w-hich does not satisfy its notion 
and for this very reason declares its finitude. For the notion, 
and more concretely still, the Idea, is essentially independent 
and free. Purely animal life, although as Life it is the Idea, 
is no manifestation of infinity as such or freedom. This is 
alone possible under conditions, where we find the notion 
penetrate so completely the reality which is adequate to it, 
that it finds itself entirely at home therein, with no extrane¬ 
ous matter to disturb its possession. Then alone do we find 
it a really free and concrete individuality. The natural life, 
on the contrary, is unable to overcome the clement of feel¬ 
ing to which it is attached, and which renders it incapable 
of penetrating the entire reality which enrings it It finds 
itself, moreover, immediately conditioned in itself, restricted 
in its range and dependent, a result which is due to the fact 
that its freedom is not truly self-determinate, but conditioned 
by the external object. And the same thing is true of the 
immediate and finite reality of the spirit world in its know- 

The reference here must I think be mainly, perhaps wholly, to the 
distorted face of the criminal, outcast, or insane classes. Bat it is last 
•possible that a certain type of aggressive genius may also be denoted. 
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ledge, volitional action, and fateful history. For although in 
this latter case we find centres of unity expressed which 
have a real significance, neither these any more than the 
particularities they unite have truth as they stand by tnem- 
selves; but only that truth which, in their reciprocal relation 
to each other, they manifest as constituent parts of a whole. 
And this whole, albeit in a sense adequate to its notion, does 
not correspond to it in such a way as to manifest itself in 
its full totality , 1 which consequently still remains aloof from 
such envisagement, or rather, is only apprehended in the ideal 
world of thought. In other words, the notion finds no fully 
adequate presentation in external reality, such as is powerful 
enough to marshal homogeneously all the numberless frag¬ 
ments of particularity, and to concentrate them into one ex¬ 
pression and one single form. 

(r) This, then, is the fundamental reason which prevents 
Spirit itself, on the finite planes of determinate existence, 
and under the restricting conditions of its externality and 
necessity, from rediscovering the immediate vision and en¬ 
joyment of its freedom. It is consequently driven by its 
absence to seek that vision in a higher sphere. That sphere 
is art, and its realization is the Ideal. 

We have thus seen that it is the defects of immediate 
reality which drive us forward inevitably to the idea of the 
beauty of art. We are further under an obligation to prove 
that its fundamental object * is to manifest here on this very 
plane of rational reality and in its freedom the envisagement 
of life, and, most important of all, the life of Spirit Here, 
then, we have at last the external revealed to us in a form 
adequate to the notion. Here, for the first time, truth is 
lifted up from its environment of temporal conditions, from 
its running to and fro among the whirl of finite particularity, 
and attains repose; nay, more than this, discovers an ex¬ 
ternal form, from which the hunger of Nature and the prose 
of life no longer stare at us. Here at lost we have a form 
worthy of substantial truth, which is wholly self-contained 
and self-dependent, determining with freedom its own con¬ 
tent, and not driven from such self-assertion by the weight 
of that of others. 

> The totality of the notion. 

• Bern/, i.e,, that which h profess** to do. • 
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CHAPTER III 

THE BEAUTY OF ART, OR THE IDEAL 

I N our consideration of the beauty of art we will confine 
our attention to three fundamental points of view: 

First, the Ideal in its essential import. 

Secondly , the determination of the Ideal in a particular 
work of art. 

Thirdly , the creative subjectivity of the artist. 

A. The Ideal Simply, or as Such 

i. The most general conclusion which may be gathered 
from the examination we have already made in a merely 
formal way of the Ideal of art may be thus summarized. 
Truth, in its unravelment as external reality, is only fully in 
possession of a true and determinate existence, however 
much it may combine and retain in embracing unity a 
manifold content, in so far as every’ portion of the content 
thus unfolded permits this unity, which may be called either 
the animating soul or the unified totality, freely to appear. 
To take the human form once more under review as the 
most direct illustration of this, we have already remarked 
that it is a totality of organic members each of which is 
penetrated by the notion, differentiated thus in every par¬ 
ticular organ by some particular mode of activity and the 
specific motion congenial to it. If we ask ourselves now in 
which particular organ the soul appears as such in its en¬ 
tirety wc shall at once point to the eye. For in the eye the 
soul concentrates itself; it not merely uses the eye as its in¬ 
strument, but is itself therein manifest We have, however, 
already stated, when referring to the external covering of the 
4iuman body, that in contrast with the bodies of animals, 
i r 
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the heart of life pulses through and throughout it. And in 
much the same sense it can be asserted of art that it has to 
convert every point of the external appearance in^o the 
direct testimony of the human eye, which is the source of 
soul-life, and reveals Spirit, Take the famous adjuration of 
Plato to the stars in the lines: 

When then pmtEU forth al the stare., my it Jr, 

Would that f were the heavcni and thence on thee 
Coutci gaze forth out of a thousand eyes. 

Conversely wu may exclaim that art gives to her forms 
the dilation of a thousand-eyed Argus, through which the 
inward life of Spirit at every point breaks into view. And 
not merely is it the bodily farm, the expression or counten¬ 
ance, the attitude and demeanour which thus avails; the 
same appearance is everywhere visible in actions and events, 
speech and voice-modulation, in short, under every condition 
of life through which it passes, and under which it is possible 
for soul to make itself recognized in its freedom and ideal 
infinity. 

{a) Andi in dose connection with this inquiry into the 
interpenetration through all ports of the animating soul, we 
may justly ask ourselves, what precisely we understand under 
this conception of a soul which is throughout visiblet or 
to restrict attention to definite limits we may inquire what 
are the specific characteristics of the soul whereof art re¬ 
veals to us the truest manifestation. For in ordinary parl¬ 
ance one refers to the animating principle 1 peculiar to 
metals, stones, wild animals, to say nothing of that belong¬ 
ing to every kind of human character and its expressions. 
To natural objects, however, such as stones and plants, the 
expression "soul” in the complete acceptation of the term 
above mentioned is not strictly applicable Such soul as 
purely natural objects possess is entirely finite, transitory', 
and rather a specific nature than a soul. The determinate 
individuality of such existences is consequently completely 
exposed in their finite existence; and, inasmuch as all that 

i Eintr iptttfisthtn Sul r. We certainly should urU in ordinary speech 
say Lhal inorganic objects posseted m soul. The phrase indeed h difficult 
lo fellow except i! explained by the prevtmu technical chsett^ion of 
Etu^rlkiit. . 
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is present there is a positive limit of restriction, such ap¬ 
pearance as there may be of a further claim to independence 
and freedom is only an appearance; ideal characteristics 
which may indeed be imported into them from without by 
means of art, but are not in the nature of the objects by 
themselves. In the same way the soul of sense-feeling, 
through which Nature manifests first the Life-principle only 
betrays a subjective individuality, which still remains shut 
within itself, unable to assert its reality in the further sense 
of a return upon itself in a consciousness which shall attach 
to it the form of infinity. Its content is, therefore, of a re¬ 
stricted nature, and its manifestation in part the unrest, 
power of motion, sexual impulse, anxiety or fear of the de¬ 
pendent life; and, in part, it is the mere expression of an 
inwardness capable of overcoming its finitude. The ani¬ 
mating life of Spirit (mind^ brings us first into contact with 
the free infinity capable within its own external and deter¬ 
minate existence of remaining constant to the inner prin¬ 
ciple of unity, and, in the act of expression, still reflected 
back upon its ideal substance. To Spirit consequently is it 
alone permitted to impress the hall-mark of its infinity and 
free self-recurrence on its external expression, even though 
by such expression it enters the realm of narrow boundaries. 
At the same time we may observe that Spirit, too, is only 
free and infinite in so far as it truly apprehends its uni¬ 
versality, and deliberately posits for itself and accepts those 
ends which are adequate to its own notion. Consequently, 
in so far as it fails to grasp its own freedom it can only exist 
in a restricted content, u character that is stunted, a tem¬ 
perament at once crippled and superficial. In combination 
with nullity of this kind the manifestation of Spirit must 
perforce remain wholly formal. We shall only find here the 
abstract crust of self-conscious Spirit, whereof the content 
contradicts the infinity of its freedom. Only by virtue of a 
genuine and essentially substantive content through which 
the restricted and mutable particularity derives its essential 
self-subsistency—so that definite structure and intrinsic 
worth, determined limit and substantial content, arc realized 
in one totality—is such existence thereby able, through the 
very mode of expression which confines it, to proclaim it- 
Self also in its universal substance of self-contained soul-life. 


212 


THE PHILOSOPHY OF 


It is t in short, the province of art to comprehend and enun¬ 
ciate determinate and rational existence in its truth, that is 
to say, in the form adequate to its substance, tho» truly 
explicit content. And, consequently, the truth of art cannot 
consist in a mere conformity such as that to which we 
restrict the so-called imitation of Nature; external form must 
express harmoniously an internal content which is in itself 
harmonious throughout, and consequently can express it¬ 
self as such. 

(6) Art then, by comparing what is otherwise stained and 
rent through the contingent elements of external existence 
with the harmony that is essential to its notional truth, 
rejects that in the world of appearance which it is unable 
to combine in such a unity, and for the first time through 
this purification reveals the Ideal. It is possible to regard 
such a result as the flattery of art, as we sometimes hear it 
said, for example, that portrait-painters flatter. But even 
the portrait {winter, a type of art in which the Ideal is less 
prominent than in many others, should at least flatter in this 
sense, that he is bound to treat with indifference all that is 
merely the external detail of form, texture, and colour, the 
mere adjuncts, that is to say, of physical life such as hairs, 
pores, scars, and other external accidents, in his undivided 
effort both to apprehend and deliver the subject selected in 
its universal character and permanent spiritual individuality. 
It is one thing to imitate a physiognomy in the general out¬ 
lines of purely superficial repose apparent at any time; it is 
quite another to detect and delineate the particular features 
which reveal the fundamental soul-life or character of the 
sitter. As already remarked, the Ideal is only truly found 
when the external presentment is in itself a vehicle of the 
soul. It is one of our latest fashions to attempt, by means 
of those so-called “ living pictures," an intentional and 
gratifying imitation of famous masterpieces. In these we 
find a fair reproduction of general accessories, such as 
grouping and draping; but, instead of the spiritual expres¬ 
sion of the figures, have only too often to put up with faces 
absolutely commonplace. Such a defect mars the entire re¬ 
production. The Madonnas of Raphael, on the contrary, 
in every detail of their countenance—whether it be cheeks, 
eyes, nose, or mouth—exhibit with harmonious consistency 
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one supreme type cF sacred joy, the pious, modest love of 
a devoted mother. We may affirm, if we will, that a]] women 
are cjliable of such emotion; but, at any rate,‘not every 
formal shape of feminine countenance is capable of express¬ 
ing the depth of the same so consummately. 

(r) This reference, then, of all points of external existence 
to their spiritual significance, so that the external appearance 
unveils in adequate measure the spirit thereof, is just what 
constitutes the nature of the Ideal. It is, however, a “ carry¬ 
ing beck " into inwardness, in which wis do not find the 
universal thus carried back to its extremes! limit 10 the 
form of abstract thought, that is to say, but is rather suffered 
to rest half-way at the point in which vre find the purely 
external and the purely inward meet together harmoniously. 
The Ideal is consequently the reality selected out of the 
mass of chance particulars, in so far as the inner core in 
this external totality thus raised in opposition to universality 
is itself manifested as Jiving fndtvtdualtty. 1 For the indi¬ 
vidual subjectivity, which not only carries in itself a sub¬ 
stantive content, but permits the same to appear in its own 
external appearance, stands in this central position, that in 
it all that is substantially the content is not suffered in (Es 
universal aspect to appear as an abstraction of itself, but 
still remains enclosed within, the sphere of individuality, and 
consequently appears associated with a determinate exist¬ 
ence, which now for its part, freed from ptert finitude and 
transitory condition, is gathered up in a free and harmonious 
expression of most intimate soul-life, Schiller, in his poem 
"The Ideal and Life*” contrasts the reality and its pains 
and struggles with v * the still shadow land of Beauty." Such 
a land of shadow' is the Ideal. The spiriis which rise up 
here have lost in death immediate existence, arc released 
from the hunger of Nature, freed from the claims which 
fettered them in subjection to external forces and all the 
•changes anti confusions which are linked together with finite 
appearance. But however much the Ideal treads under foot 
the mere object of sense and natural fonn, it draws at the 

1 The expression in rfifttr 4tr Aligwieinhni oftijftngtk ^uf- 
ttrliikhfit refers in the manifold in oppobiiion tu which the pond pi# of 
umviifMlity ls posited as n [rat for the selection of [host? nvpCcIV which 
fh.mife .1 ti i 1 - individttdily,. 
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same lime the very wealth of it to itself, for it is art that is 
able to assign the very limits to ail that the external appear' 
anee required for its self-preservation within which (fee ex¬ 
ternal thing may appear as the manifestation of spiritual 
freedom. For this reason it is the Ideal which alone among 
things envisaged to sense presents a free and self-contained 
content reposing on its own resources, in complete sensuous 
enjoyment and satisfaction with itself. The music of this 
rapture may be heard through every embodiment of the 
Ideal However far the external form tuny be carried the 
soul of the Ideal is never wholly absorbed in it. And in 
truth such manifestation is only beautiful in so far as its 
beauty not merely permeates the whole, but is a subjective 
unity, by virtue of which the subject-matter of the Ideal 
must appear emergent from all the fracture of its former 
individual parts and their respective ends and energies, 
raised in the Ideal itself to a higher totality and self-sub- 
stele nee. 

(n) We may in this respect point to the blessed repose* J 
this self-contentment in its own self-secure consummation, 
as the crown of the Ideal The ideal form of art stands like 
some blissful god before us. For the blessed gods are 
ultimately alcove and beyond the grim earnest of actual 
necessity, anger, and interest in finite existence and purely 
finite ends; and this positive withdrawal involved in the 
negation of all isolated particularity give them the chata Ch r¬ 
isties of cheerfulness and repose. In this sense we may in¬ 
terpret that phrase or Schiller: ,+ Life is earnest, Art is 
chterfuij' Pedants, no doubt, have often enough cracked a 
joke over it* inasmuch ns poetry in general, and Schiller’s 
in particular, is a serious matter; and in truth no ideal arl 
is without such a quality; but for all that in this very 
earnestness the essential character of cheerfulness 1 remains. 
This force of individuality, this triumph of self-concentrated 
freedom, is that which we recognise in an exceptional degree 
in ancient works of art and the blithesome repose of their 
figures, And this is not merely the case when we face a 

’ Silifktif, 

■ Hittfrkcii. 1 Cannot satisfy inyttlf wilh ohe Engll-li wonl_ 1 l 
sccnii tn cotuUne 1-ollt bh^rv^tririt ant! fhttrfitlrtrTT in the lils-taJ 
Fit caning of the word, 1 
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satisfaction that involves no struggle, but even in nit example 
where the subject is rent by some breach in the entire con¬ 
tent Its existence. For when the heroes or tragedy are 
represented as subject to Fate we find that the demeanour 
they present, which may be summed tip in the words, u It 
ts so'" still remains a simple withdrawal into personality . 1 
The subject thus depicted remains throughout true to him* 
self* He surrenders that which is seized from him, but the 
aims he pursued are not simply taken away; he suffers them 
to lapse and consequently does not lose his initiative. The 
man who is the bondman of Destiny may lose his life, but 
not hi5 freedom. This repose on the essential birthright of 
Spirit is that which is able to preserve and reveal the blithe 
atmosphere of repose in grief itself, 

{fi) In romantic art, it is true, the breach or dissonance 
of the subjective principle is carried further, inasmuch as in 
it the exposed contradictions .ire emphasized and their 
division can be preserved. Thus, to take an example, we 
find the art of painting, in its representation of the Passion, 
not unfrequently dallies round the expression of ribaldry 
visible in the hideous contortions and grimaces of torment¬ 
ing common soldiers; and, in its attachment to such dis¬ 
cordant emotions, especially when depicting what is criminal, 
shameless, or evil, permitting the glad serenity of the Ideal 
to pass away. Even when such disruption laves its force, we 
find frequendy that ugliness, or, at least, the absence of real 
beauty, is set up in its place. In another school of the 
earlier Flemish art of painting the downright directness and 
truth of the representation, no less than the inextinguishable 
confidence of the faith to which it testifies, tend to assert, in 
despite of itself, a reconciliation in the feelings of all who 
behold it . 1 But such an unyielding result falls = short of the 
entire cheerfulness and satisfaction appropriate to the Ideal, 
However, it is possible also in romantic art, albeit here the 
representation of suffering and grief penetrates the soul and 

1 /« das eittfitfAt Self-CtmtAlfledneis wunM be more 

lisnnl, 

1 Eiitt VersiskttMtig «iV; Gcmutki* 1 dank this refer* m Ui e emotions 
of [fir spectators, The use of the word in the licit sentence pornLi to 
this. 

3 lyiftr Ft f,g-, such a religiously flb-tere moue of Ircnlmenl, 

* rather ihji ikun "rigorously tnie,” is [ think iht sense. 
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iia emotions more deeply thin is the case with antique art, 
that the delineation may reveal to us a spiritual intimacy, a 
delight in resignation, a blessedness in pain, a rapine in 
sorrow, nay, even a voluptuous ecstasy in martyrdom. 1 Not 
ouly in punting but in the profoundly religious music of 
Italian composers, we find this ecstasy and illumination of 
grief abundantly expressed. We may* as a summary defini¬ 
tion in romantic art, call it “the smile through tears," The 
tears have their origin in affliction, the smile in blithesome 
serenity, and consequently this smile through weeping in¬ 
dicates, as it were, the point of self-repose in the midst of 
pain and suffering. It is hardly accessary to add that the 
smile indicated here is no mere sentimental emotion, no 
mere vanity of the subject treated or dabbling with beauty 5 
over painful effects and insignificant traits of subjective 
feeling; rather (on its artistic side) it must appear as the 
firm delineation and freedom of beauty in defiance of all 
pain, in the spirit oT what was said of Xi mimes in the ro¬ 
mances of the Lid, “how beautiful she was in tears." In 
contrast to this emotional abandonment in men is either 
ugly and repellent, or actually ridiculous. Children, for ex¬ 
ample, break into tears at the slightest provocation, and we 
can only laugh at them. The tears, however, in the eyes of 
a man of earnest and self-contained character, under stress 
of deep feeling, betray a very different type of emotion. 
Laughter and tears can, however, very readily fall apart as 
unrelated, and art, us such, falsely utilized us a vehicle of 
art in such abstraction; the laughter chorus in Weber's 
“ Frdschiitz " may be cited as an example. Laughter, after 
all, is a kind of explosion, which it is impossible to exercise 
without restraint and preserve the Ideal. Another example 
of this laughter, which is nothing but laughter, occurs in a 
duet of Weber’s " Oberon/' throughout which we are in a 
continual state of anxiety for the prima donna's throat and 
lungs. How very differently the inextinguishable blighter of 
the gods affects us in Homer, a sound which breaks from 
the blessed repose of divinity, and rather expresses gladsome 
serenity than abstract and wanton abandonment. Just as little 
ought weeping, devoid of all restraint, to be introduced into 

• Compare that wonderful fH>cm of G, Meredith, «■ ThmxLoljmLi ” 
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the ideal work of art, of such a kind as that we may hear in all 
its comfortlessness in another part of the u Freischutz/-' And 
spui^ng generally, in music singing must take to itself the 
kind of joy and nipluft which wc catch from the lark in 
the open sk>\ Shrieking, whether of pain or delight, is not 
music at all. Even in the expression of suffering the sweet 
tones of the plaint must penetrate and clarify the sorrows, so 
that it continually may seem, to us worth all the suffering to 
arrive at such sweetness of plaint in its expression. And 
this is the sweetness of melody, the singing of every kind 
of art. 

(y) Regarded in a certain relation to this fundamental 
axiom of art we may find some justification for the principle 
of irony in its modem sense; but it must not be overlooked 
that irony is frequently destitute of all real seriousn^-ss, and 
is particularly prone to expatiate over bad subject-matter; 
and, in another aspect of it, it is apt to run to seed in the 
mere yearning of emotion rather than actively partici|jate tri 
practical life, as is proved by the case of Novalis, one of the 
finer temperaments who have made this point of view their 
own, and for lack of definite interest, or through shrinking 
from the real world, are driven up and down, and cajoled 
into this sort of spiritual consumption. This is the kind of 
yearning which will not descend to mere practical business 
and production, because it is afraid of soiling itself with the 
contact of finite things, although it already secretly feds the 
defects of such exclusion, No doubt we find in irony that 
absolute principle of negativity, in which the subject of con¬ 
sciousness becomes Self-centred through the annihilation qf 
definite relations and particulars; hut in this case the act of 
annihilation of definite relations and particulars, as we have 
already painted out when discussing the principle, is not, as 
in comedy, essentially in its right place, simply exposing its 
own want of substance, but is directed quite ax often against 
everything else excellent in itself and of sterling worth. 
Whether wo regard irony, then, m this art of universal de¬ 
struction, or as the yearning of which we have spoken in 
contrast with the true Ideal, it betrays a secret lack of pro¬ 
portion and rest mint which is detrimental to the artist. 
Substantive form is what the Ideal demands, which, ow- 
riL 1 to the fact that it is clothed in the form and figure of 
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external things, is unquestionably qualified by particularity 
no toss than limitation ; but this limitation of its form is at the 
same time included in such a way that everything merely 
external in its appearance is annulled and abolished, Only 
through this negation of mere externality is the determinate 
form of the Ideal a real exposition of the substantive con¬ 
tent which belongs to it in a mode of appearance susceptible 
to sense-perception and the imagination* 

2* The plastic presentment of form, which is as much a 
constituent feature of the Ideal as it is of the essentially 
homogeneous character of its content, anti the way these two 
aspects are fused together, render necessary an inquiry into 
the relation obtaining between the ideal representation of 
art and Nature, For this external aspect and its embodi¬ 
ment is closely associated with that which we generally call 
Nature. In this connection we once more come upon that 
old and ever-renewed and still unsettled dispute, whether 
the representation of art should follow the objects of Nature 
as they appear strictly to sense, or should rather ennoble 
and illumine them. The right of Nature* the rule of beauty, 
the Ideal and the truth of Nature—with indefinite concep¬ 
tions such as these arguments for and against may l*e 
bandied about for ever. A work of art, we are told* should 
unquestionably be natural, but there is such a thing as a 
mean or ugly Nature* we must not of course imitate that^ 
on the other hand—and so our disputants wrangle on and 
never cornu to a satisfactory conclusion. 

In recent times the opposition between the Ideal and 
Nature has once more been emphasized and received an ex¬ 
ceptional significance through the writings of Windcdmann. 
tt'iuekelmamvs enthusiasm* as already pointed out , 1 was first 
awakened by his study of the antique and its ideal forms. 
This insight into the peculiar excellence of classic art he 
thoroughly mastered and only ceased from his labours after 
making all that he had learned through his study of such 
masterpieces famous throughout Europe. From this recog¬ 
nition* however, originated a kind of craze for ideal repre¬ 
sentation, which* despite all its belief in the discovery or 
beauty* was really a relapse into flatness, absence of vitality, 
and Superficiality. It is this kind of emptiness more par- 

1 See Introduction* pp* fifi* £j* * 
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iicularly in the art of painting which Herr von Rumohr 
had before him in the polemical writing? I have already 
noticed 

The theory of an has to solve tins difficulty. As for its 
interest, on the practical side of art, we shall do well to pass 
it wholly by. We may formulate principles as we please for 
mediocrity and the talents that express It, the result is 
always the same. Whether oar theory is a distorted one or 
unexceptionable all we shall get is something commonplace 
or weak. At the same time Art and more particularly 
painting has unquestionably received a stimulus other than 
that we have deprecated from this very quest of so-called 
Ideals; and, through the renewed interest thereby excited 
in old Italian and German painters* has at least made an 
effort to secure a profounder and more vital content in its 
work* 

The world is quite as tired of hearing the praises of that 
equally exclusive Ideal in the opposite camp* namely, that 
of undiluted realism in art. Theatregoers are, to take an 
example close at hand, heartily sick of the realistic type of 
domestic drama. The old story over and over again-dis- 
putes between husband and wife, sons and daughters* the 
source of our income, the inventory of our expenses* the 
servility of ministers and the intrigues of their lackeys and 
secretaries, down to the question of the last sixpence between 
the dame of the house and her kitchen maid, or up to the 
last gossip of the daughters, over their touching love-affairs 
in the parlour—such tales of woe most of us will prefer to 
take where we may at least get them without adulteration— 
at home. 

In this opposition between Ideal and Nature writers have 
been inclined to regard one type of art to die exclusion of 
others, with an especial predilection, however, for painting, 
whose subject.matter is the particularity of seme-percepdon. 
We will tc&t our problem by putting the question to start 
with wholly in general terms, thus: " Is art to be prose or 
poetry?” Now what is truly poetical in art is just that which 
wt have called the Ideal. If the question of difficulty in 
question is a mere matter of terminology we are quite pro- 
pared to call the Ideal something eke. But* however called, 
* (he question remains what il is which constitute poetry or 
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prose in art. And although the adherence to what is in itself 
poetical in the determination of it by certain crafts may lead 
those arts into confusion, and, indeed, has already dor\j? so, 
it is contended that in so far as any subject has an express 
affinity with poetry, such has been also the subject of 
genuine pictorial treatment, genuine for the simple reason that 
such a content is unquestionably of a true poetical nature. 

'Veil, let us examine a concrete case. The present ex¬ 
hibition of art (1818) contains several pictures, all of which 
are of one school, the so-called Dusseldorf. Every one of 
these have borrowed subjects from poetry, and indeed from 
the emotional side of poetry peculiarly adapted to pictorial 
representation. The more often and carefully we examine 
these pictures, the more complete will be our impression of 
their excessive sweetness and insipidity. 1 

In the foregoing contradiction there are present the 
following general characteristics :* 

(tf) First, there is the formal ideality of the work of art, 
that is to say, the element of poetry in its general significa¬ 
tion, which is, as the term implies, something composed and 
brought together by man, which he has taken into his 
imagination * and then actively worked into the artistic com¬ 
position. 

(a) The nature of the content of such a translation may 
however, be a matter of indifference or, apart from the art¬ 
istic representation we thus obtain of common life, may only 
interest us indirectly for the moment. In this way the Dutch 
school of painting, for example, has recreated, as it were, by 
means of human workmanship, the evanescent every-day ap¬ 
pearances of natural objects in countless new artistic effects. 
Velvet, armour, light, horses, work-folk, old cronies, peasants 
puffing their smoke from old pipe stumps, the glitter of wine 
in transparent tumblers, rustics in soiled jackets playing 
with cards as ancient—such and a hundred other subjects 
like them which trouble us little enough in everyday life, for 

1 Such Appear* to me the temc of the above passage, but it » not 
very clearly expressed. Hegel stales the case of those who contend that 
a picture must be a good one because the ideal dement is the main 
dung and to get that you have merely to borrow from poetiy. He then 
takes an example to show this is not so. 

* Here commence* the more thorough exposition of the difficulty. 

* l’«> itrUung, "world of idea**' would be perha|* better. * 
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the Ihjsl Of reasons, that although we loo may have our 
gaine at cards, out drink, and our gossip we are realty occu¬ 
pied with quite another class of interests—all this medley of 
objects is brought before us in their pictures. Now the claim 
of art in the representation of such things is precisely this 
external show or reappearance of them as a product of 
spiritual activity, which has transmitted that which was 
purely external and sensuously material into a new medium 
supplied by mind. For instead of wool or silk that are 
tangible, instead of actual hair, glasses, flesh, and metals, all 
wc see now is colour; instead of the three dimensions which 
are essential to external Nature, we have only superficies; 
and yet, despite all our losses, we have a representation 
identical with that of reality, 

0?) In apposition to the immediate and prosaic reality of 
objects, then, this show of things which b effected by the 
mind b the wonder of ideality, a jest, if anyone cares to put 
it so, and an irony directed against purely external existence. 
Only contrast with it the preparations Nature or man has 
to make in ordinary life, the countless instruments of every 
kind they have to employ to effect the same result. What 
Opposition the material of such objects—take a metal fur 
example—may offer to any active effect upon it. The world 
of ideas, on the contrary, out of which art creates its pro¬ 
ducts, is a malleable and simple element, which readily 
converts everything, which either Nature or man in his 
purely natural existence is forced to leave bluntly just as 
they are, to the uses which are appropriate to it. In the same 
way the objects of ordinary apprehension and man as we 
meet him in every-day life are of no incommensurable 
wealth, hut subject to limitnticins—precious stones, plants, 
animals, etc., by themselves are of a certain positive and 
particular character. But man In his creative capacity is an 
entire world of content, which he has filched from Nature, 
and piled together in the comprehensive treasure-house of 
his world of images, and which he is now free to give forth 
again simply and without the restraint of external conditions 
and the detailed processes of actual phenomena. In this 
idealization art stands midway between the purely objective 
and restricted existence and the entirely subjective world of 
'idea. It gives indeed objects, hut they are supplied from 
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the S[fe of mind : it offers them for uses other than those 
which belong to them; it concentrates their entire interest 
in the abstract form of the ideal show which it their* with 
manifests to aesthetic contemplation, and to that alone. 

(yj Art consequently, through the ideality above es¬ 
pial ned, exalte objects otherwise unimpomnL determining 
them, despite their ordinary character* in a fised relation 
to her own medium and essentia] aim* and by so doing 
secures from us a sympathy in subject-matter which other- 
wise would not have enlisted our serious attention. We find 
the same transformation in the relation of art to Time. Its 
position is here too frankly ideal. Tiiat which in Nature 
rapidly passes by m art is secured with permanence; the 
flash of a smile, the sudden curve of roguish merriment on 
the lips, a glance, a gleam of sunshine, together with all 
those evanescent traits of human life, events and accidents 
which come and are gone, and are as quickly lost to 
memory. There Is nothing which she cannot wrest from 
momentary existence, and in this respect even becomes the 
Vanquisher of Nature herself. 

In this formal ideality of art, however* it Is not the con¬ 
tent itself which maices the pre-eminent claim upon us* but 
the satisfaction we derive from the act of artistic reproduc¬ 
tion. The representation must certainly strike us as natural, 
but it is nut the reality of Nature that we require; it is 
rather that of the process of reproduction, this very deposi¬ 
tion, in fact, of material conditions which is the poetical 
arid ideal element of the work in the formal sense above 
indicated,’ We delight in a manifestation, which appears to 
us a product of Nature, and which is nevertheless a product 
of mind without the Htt&Q5 at Nature's disposition. The 
objects charm us not so much by virtue of their approach 
to Nature, but rather because the art is t has been able to 
effect that approach. 

(/■) A further and still profounder reason for our interest 
in artistic products consists in this, that the content is not 
brought before us in those forms in which it is found in 

1 Apart from, an error in punct ualiun I ihink ihii senience i t nun at 
Htffid Wrote it, certainly it L$ not Xk tlewuuld have left it after tevisrafi; 
li it aunda the grammatics] ronitruction is entirely vplil into two dis- . 
coni am ^clian*. I have a! |ti,( inivle it gjammalical, 
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immediate existence, but, being itsdf minted by the mind 
,s oF considerableextension and modification within 

a I 0 ?*: that e * lsts in WalUrt is particular, and, 

indeed, limited in every direction by such particularity, Tlie 
creative faculty, however, contains an intrinsic determ mu- 
tort of umvasaJ import. And all that it produces possesses 
Forthwith a character of universality distinct from (he par* 
ticulanty of Nature The creative faculty thereby secures 
this advantage, that being of a wider range it is more' qualified 
to grasp dal significance, and to insist on that explicitly in 
all that it shows us. r 1 

h is tjiitte true that a w ork of art is not enlirdv the 
SSSSE concept m its universal aspect, but rather the 
determinate form of its envisagement It is for all that 
bound, emanating as it does from the creative medium and 

of mind ' a " d Respite the living resemblance to 
ual things we may find upon it, to permeate the whole with 
tl.is universal quality. And in this we have that higher 
ideality of the poetical product as contrasted with the purely 
formal ideality of the art of production* From this point of 
rew ,c the task of a wort of art to grasp the object in its 
universal relations, and in the liovisagement it presents to 
let fall everything which stands in a wholly external or in* 
different relation to the content. An artist for this reason 

^ir j?!!* accei,t a,t Forais and mt.^5 of expression 
offered him by the external world, on the mere ground that 
he finds them there. His main effort will be, if at least his 
aim be a real poetical creation, to secure that which will 
uppropmu-Jy work in with his own imaginative conception; 
and, if he looks to Nature for assistance in supplying him 
with detail^ or r generally, as material to translate info his 
wurk. he will utilise such, not because he finds them so Fn 
Nature, but because they fall in their right place as a part 

2 ;inda ™ n ^ l] y for him. Tills 

right of the artist is a higher one than the mere right of 
immediate/trA * 

In his representation of the human form* for instance, an 
artist will not attempt such imitation as we find attempted 
by those restorers of ancient pictures, who reproduce old 
cracks, which through the swelling of either paint or varnish 

* Du Vsriltllunxi !.#+, the im^institi conccpif^Ji, 
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have involved ail the older parts of the picture in a kind of 
even on the portions restored. I he portrait- 
jointer will rather permit the tracery of the flrislv add 
a fortiori such incidents as freckles* pustules* warts, and 50 
forth, to disappear entirely. In this respect the painter 
Dcimcr, so famous for his dose realisation of Nature, is by 
no means ail ideal master. For the same reason indiGitions 
of muscles and veins may be given, but their distinction 
and relief should be far slighter than that we observe in 
Nature. In all such impressions little or nothing of spirit is 
manifested, and Lhc expression of spirit h what is essential 
in the human form.’ I cannot think it therefore wholly a dis¬ 
advantage that we modems have less to do with the nude in 
sculpture than the ancients. On the other hand the general 
style of our dress in comparison with the ideal drapery or 
classical limes b less artistic and more commonplace. The 
object in both cases is to cover the form, The drapery, 
however, we find in the antique is, taken, by itself, a more 
or less forma! smooth surface only so far determinate in its 
adjustment to the frame by its attachment to the shoulder. 
In other respects the garment remains entirely formal,' 
hanging down simply and freely by virtue of its own im¬ 
manent weight, or only determined through the position of 
the body and the pose and motion of the limbs. In the 
determination thus implied we find the external sliape entirely 
reflecting the mutable expression of the spirit which animates 
the body, Thu particular form of the garment, the folds of 
3,1, the motion of it cither up or down is clothed in the shape 
dictated direct from the inward impulse, and as each may 
momentarily appear appropriate to the particular pose or 
movement—and it is this form of determination which con. 
Jtjtutes the ideality of such draper) . In the clothing we have 
adopted nowadays, on the contrary, the entire material is, 
from the first* cut out and worked up stiffly Into the forms 
of particular limbs, so that anything approaching spontaneity 

r Thau Es» however, lire quaiion of pwilivt duwacteriiaiian 
cm the work by the artist, The work of MkW*ngdo u uf tuarw wi 
extras* example. This is W rather overlooked. 

T That is to say, it remains the potency of many forms; it 11 left 
its, abstract formality to be Tarioudy fottfled hy lirjiti-i if* their motion 
am! not ttai into the forms devised by A tailor. 
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in its rise and foil is impossible, Even the character of the 
folds is determined by previous models, and generally both 
cut and fail are worked out wholly by the technical rules and 
craftlbmiship of the tailor. It is true, of course, that the 
configuration of the limbs determines generally the form of 
such clothing: hut in this arrangement of the bodily form 
we merely have either a perverse imitation, or an envelop¬ 
ing of human limbs according to the convention of fashion 
and the accidental taste of the times. The cut of our cloth 
once made is irrevocably made, and neither the position of 
the body nor the motion of the limbs can appreciably a fleet 
it. We may move our arms and legs about as much as we 
please, the sleeves of our jackets and our trousers remain 
unalterable. Folds or creases may perhaps appear in them,, 
but even then only on the lines of the original cutting out, 
as we see them, for example, on the statue of Schamhorst. 
Our modem way of clothing is consequently, as an external 
cover, not sufficiently differentiated from the inner life to 
appear qn its reverse side as the formal expression of that 
life; instead of this we have a false imitation of the human 
form stereotyped in the preordained and unalterable cut of 
our tailor, 

A criticism similar to that we have directed to the repre¬ 
sentation by art of the human form and its exterior clothing 
might be applied to a whole multitude of things which 
make up the external show of life, or minister to its wants, 
such as eating, drinking, and sleeping—things necessary 
enough in themselves and useful to at! men, which, however 
much in their manifold variety, as constituent features of 
the physical life of mankind, they may blend with those 
activities more directly related to its spirit, do not theni- 
selves form part of such activities or stand in essential rela¬ 
tion cither to their determinations or their interests, and 
thereby contribute to what is the truly ideal or universal 
element in the content of human life. Physical aspects of 
life such as these may no doubt receive poetical treatment 
in art, and it is generally admitted that the descripiom of 
a poet such as Homer in this direction adhere very closely 
to Nature, Vet wc find that even Horner, despite ill his 
insyiro, all the vividness of his presentment, is forced to 
* limit his descriptions togtiter-tl observations; no one expects 
t *3 
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to find in hi in an entirely accurate picture of die facts 
in all their detail as they actually would occur in life. He 
may give us, no doubt, in his delineation of the tpdily 
presence of Achilles, the lofty brow, the prominent nose, 
the long and stalwart legs, hut he is not likely to include in 
the picture every detail of the veritable existence of limbs 
point for point, and the relation in which they stand to one 
another in colour, size, and so forth, in other words to offer 
us Nature's reality instead of an artist’s portrait. And the 
reason is obvious inasmuch as in the art of poetry the type 
of expression is always the universal concept of the imagina¬ 
tion os distinguished from the bare particularity of Nature, 
Instead of the fact the poet always gives us the denomhwit, 
the word, in which the particular thing is universalized; for 
the word is a product of mental conception, and as such 
already carrier in itself the nature of a universal. One b 
entitled to say, of course, that it is natural in the formation 
of concepts and speech to employ a nomenclature, the word, 
as such an infinite 1 abridgment of the existence we find in 
Nature; but if we do so the Nature to which we refer it 
would not merely be opposed to the natural existence with 
which we compare it, but would be just that which cancels 
it. We are therefore confronted with the question in what 
sense we use the word Nature when we con trait it with the 
characteristic of poetry. The mere undefined use of the word 
Nature by itself tells us nothing at all. What poetry should 
always give us is the energetic, the essential, the truly char¬ 
acteristic ; and this fundamental expressiveness is precisely 
the Ideal and not the merely immediate, to enumerate all 
the details of which in the narration of an event or the 
portrayal of a scene will render either of these simply dull, 
spiritless, tedious, and intolerable. In the manifestation of 
this universality, however, one type of art will reveal more 
clearly its idea! characteristics; another will rather em¬ 
phasize, by a restricted use of material form, the infinite 
detail of external reality. Sculpture, for example, is in its 
presentments more abstract than painting; in poetry the 
epic type, in its realization of the external appearance of life 

1 Infinite, of coil t st, tint hi (he sense of ciEctiison, Mat because Jl is a 
Hnutittient of the universal medium of thought, infinite av the judgment 
ii 10- 4 
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itself, wilt not be so complete as a dramatic poem should 
be, On the other hand it wilt surpass the latter in its 
portrayal of the fulness of its imagi native vision!, the epic 
poef being most indebted to concrete pictures his imagina¬ 
tion borrows from past history. In contrast with him the 
dramatist is mainly restricted to the motives of an action, 
the attitude of the will to it, the psychological problem in 
short. 

(r) It is, then, Mind (Spirit), which gives external real Loca¬ 
tion in a particular form to the inward world of content 
which is of essential interest to it; and it is in close relation 
to this fact that we should consider the question, what pre¬ 
cise significance we are to infer from the opposition above 
discussed between the Ideal and maturalniss. And first we 
must observe that from such a point of view the word 
natural is not employed in the most genuine signification 
of the term. As a description of the external form imposed 
upon facts by mind It obviously is neither the immediate 
natural it y we find in animal life, nor that presented in 
Nature’s landscape* Rather its very form of dutcmiination, 
in so Tar, that is to say, as we see the mind here giving to 
itself an embodiment! will show us that it is an expression 
of mind, an expression moreover suffused with ideality. For 
thin taking up into the mind, this plastic recreation of form 
on the jurl of mind is nothing less than idealization. It W 
sometimes remarked of the countenances of dead people 
that they lake on themselves once more the lineaments of 
childhood. The obdurate expression of passion, custom and 
strife, the characteristic seal of their life of strenuous action; 
passes off, and the indeterminacy of the features of a child* 
face reappears. In life, however, ah traits whatsoever, the 
entire presentment in fact, receive their characteristic ex¬ 
pression from the world of soul; and in much the same way 
the different races and classes of mankind reflect the dis¬ 
tinguishing features of their spiritual tendencies and activities 
in their external manifestation. In all such organizations that 
which is outward » visibly permeated with mind; and, by 
virtue of its energy, already confronts uurt Nature as an 
idealized creation. Only a dear perception of this truth will 
enable us to sift this significant question of an opposition 
* between Nature and the Ideal to the bottom. If we do not 
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possess this we stall find ourselves maintaining that rite 
forms in which Spirit is, visualised as a part of Nature have 
already losL in that real appearance, which is independent 
or art’s imitative action, such an intrinsic completefiess, 
beauty, and excellence, that it is quite impossible that there 
can be another and more exalted type of beauty, which 
presents itself as the Ideal in contradistinction to this imme¬ 
diate reality, and this all the more for the reason that art is 
unable entirely to attain even to that which is present in 
Nature herself. Or, if uttr thoughts lean to the opposite 
extreme, we shall look to art to supply ns independently, in 
opposition to Nature's reality, with more ideal modes of 
representation. Thu polemics of Herr von Romohr, which 
we have already criticised, are well worthy of attention in 
this connection. This writer, at any rate^ whatever others 
may say who have the word Ideal so frequently on their 
lips In depreciation of the vulgarity of Nature, refers to the 
Idea and the Idea! in phrases of respect and contempt w ith 
absolute impartiality. 

The real tmtli of the matter is rather this. There is in 
the spiritual world, both outwardly and inwardly regarded, 
a Nature of vulgar type, which testifies to its meanness out¬ 
wardly for the simple reason that its inward content is mean, 
tlut is to say, when all that it can realize externally in its 
activities are the aims of envy, jealousy, and avarice in every 
detail of sensuous life. Such a poverty-stricken Nature can 
no doubt form pan of the subject-matter of art, and has been 
treated as such, When this is the case, however, as we have 
already explained, it is not the subject-matter, hut wholly 
ihe artistic handling of it, which creates an interest of any 
permanent character; and the artist wiU look in vain for 
sympathy in his subject, or rather the mere material of his 
subject from the true connoisseur. A particularly pertinent 
Illustration of this type of art is the so-called genre painting, 
which has not shown itself above accepting subjects of this 
character, the artistic treatment of which has been carried 
by the Dutch school to the extreme limit of perfection. It 
may, however, be as well to ask ourselves, first, what the 
precise contribution of the Dutch has been to this gen re¬ 
painting, what, in short, is the nature of content their dainty 
pictures express, pictures which at least have asserted an* 
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extraordinary power of attraction and obviously cannot he 
shelved right away beneath the common stigma of vulgarity- 
We*shall not improbably find, on closer examination, that 
the subject-matter of those pictures is not so contempt tide 
as it is often taken to be." 

The Dutch have selected the subject-matter of their 
artistic production out of their own substance, out of the 
actual presence of their daily life- To have once for all leal- 
bed that presence even in art is no matter of reproach to 
them. To estimate the diameter of their artistic interest we 
must view them in close connection with the actual panorama 
of their own times. This is a problem of history. The Dutch¬ 
man has in great measure himself created the ground where¬ 
in he lives and finds a borne, and has been forced continu¬ 
ously to preserve and defend that home against the invasion 
of the sea. The citizens of the towns no less than the rural 
population have together, through courage, endurance, and 
bravery, repulsed the power of Spain in the hands of Philip II, 
son of Charles Y, the sovereign of a world-wide empire, and 
in fighting their battle for civic freedom, they were fighting 
that of religious liberty. This staunch sense of dtuseoship, 
this passionate love of enterprise in the narrow limits of 
their fatherland, no less than abroad on the high seas, this 
careful and at the same time dean and dainty mode of life, 
together with the geniality and invincible self-respect which 
distinguishes them, all this is as much the fruit of their own 
actions as it 3s the general content of their artistic produc¬ 
tion- Such a content as this is no common material, though 
obviously it is not of the kind we must fttppow we can 
approach with the supercilious superiority of critics for 
whom the exalted taste of courts and fine society is every¬ 
thing, From a sterling national self-Oonsciousnets of this 
sort Rembrandt painted his famous H Night-Watch ” now in 
Amsterdam, Von Dyck so many of his pot traits, Wouvenwuts 
so many of his battle-pieces; nor should even those reflec¬ 
tions of rustic drinking-bouts, jovialities, and other scenes of 
merriment be wholly excluded from the category, And in 
illustration of its excellence we would point, by way of 

1 This ana;j-M'» af Hutch pointing is renin rkabte for il>i tMtjjjit and 
t ifflpomnlitj, and may efHitfi^lfli in this it*pfct with the; wuliegi ul 
Raskin, 
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contrast, to a wort in this year's exhibition, which, though not 
downright bad ^rwrr-painting s is much inferior to the hand 
ling by old Dutch masters of similar subject-matter, coming 
nowhere near to their freedom and joy of life. In this picture 
a housewife is seen entering an alehouse to give her husband 
a good scolding. Here we have just a scene of cantankerous 
and waspish human-kind and nothing more. These Dutch¬ 
men painted their folk very differently; whether we find 
them among their cup^ at weddings or dances, feasting or 
drinking, nay, even when the matter proceeds to ribaldry 
and blows, liveliness and lustiness is the prevailing Lemper, 
Voting maids and women laugh with the rest, and a feeling 
of free and abandoned merriment carries all before it. This 
intimate delight in all enjoyment justifiably human, which 
will men absorb itself wholly in animal life anti crop up at 
times as mere satiety and grossness; this freshly awakened 
sense of freedom and life, fully grasped and embodied in 
composition and colour, is what constitutes the higher 
spiritual import ] of these- Dutch pictures. 

On much the same grounds the beggar boys of Murillo, 
in the central gallery of the Munich collection, are excel¬ 
lent. Superficially regarded, the subject here, too, is of a 
vulgar character. The mother is scolding one or the 
youngsters, as he quickly munches a piece of bread; two 
others hard by, nigged and poor, are eating melons and 
grapes. 1 Put in this very poverty of half nakedness what 
gleams forth from the entire composition as the soul of that 
beggar life is its complete carelessness and spontaneity. No 
dancing dervish himself could give it us more frankly in its 
impression of entire health and jubilant vitality. This free¬ 
dom from ail external care t this inward liberty reflecting it¬ 
self in that which is visible, is precisely that which the 
notion of the Ideal demands. There is in Paris a certain 
portrait of a boy by Raphael; the head leans propped at 
leisure on one arm, and gazes with such ecstasy of careless 
contentment into the open landscape that we arc loth to 
turn away from a picture expressive of such health and 
exuberant animation. We receive a delight of very much 

1 Dit kShtft S&fc The ideal at m oiphen? thjdmjihQUt. 

“ It Will he recalled that it »a.» [tttebety This pn clllre i ° r T,tx tUVch , 
rt.wittitllrig, thii Ru\kin, with l«s sympathy, criiiciicd KVerely. 
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the same nature from these lads of Murillo* It is obvious 
enough that neither their objects nor their interests aim high, 
hot jliis is no result of stupidity; there they chaffer on 
Cod's estrtit with, we may almost say, the bliss and content¬ 
ment of the Olympian gods themselves They, loo, have 
their business; hut though we hear little about it they are 
a genuine sample of humanity, neither morose nor dis- 
contented with their lot* Feeling this ground root in them 
of all sterling performance we can readily imaging that in 
favourable conditions youth such as this mijjht be capable 
of most things. A composition of this kind is entirely on a 
different level from the one above mentioned of the scolding 
house-wife, or two others we might also contrast with it, of 
:i certain peasant mending his whip and a postillion sleeping 
on a it ra w pallet. 1 Such paintings of genre should unqoestiom 
ably be of small size; and, indeed, in their total impression 
on the sense, they must be made to appear of comparative 
insignificance, that we may not feel the character of their 
subject-matter and its presentment has received undue pro¬ 
minence, It would be intolerable to have such subjects 
painted life size as though the fulness of the reality were 
sufficiently attractive to claim our attention. 

Such arc the principles which should regulate our artistic 
treatment of and sympathy with that which it is usual to 
stigmatize as mean or vulgar in ordinary life. 

There is, no doubt, plenty of material for atl to appro¬ 
priate of higher grade than the representation of animal 
spirits and downright citizenship in all their essentially 
insignificant detail. Man has clearly more serious interests 
and objects than these, interests which have unfolded as his 
own spirit has widened and deepened, and in harmony with 
which it is his truest interest to remain. An art will take 
highest rank which sets before itself the task of giving 
adequate representation to this more vital, or at least more 
profound, content. And here at once we art- confronted 
with the old question, what ts the source which will supply 
us with the forms must fitting to such creations ot mind. 
On the one side theorists maintain the opinion that, inas¬ 
much as the artist creates these lofty ideas, which he desires 
1 No doubt these Were ether picture.. in ihe cihilihieo al pictures 
* cantcinpOKify with ihe date of Hegd'f lecture. 
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io clothe En artistic form, he must also supply their artistic 
forms, create, for example, from his imagination the ideal 
figures of Greek gods, Christ, his apostles, saints, and so 
on. In strenuous, opposition to this view Herr von Rumohr 
has entered the lists. This writer is qf opinion that art is 
on a false track in supposing that the artist discovers the 
forms of his production in himself rather than in Nature, 
and it is under this conviction that he has reviewed the 
masterpieces both of Italian and Letch painters. On this 
head he finds it a matter of censure ( u Italian Investiga¬ 
tions," i, p, 105) " that the theory of art, during the sixty 
years which have elapsed, should he at the pains to prove 
that it is an object, or raiher the main object, of art to im¬ 
prove upon creation as it is particularised, and by doing so 
to substitute forms which have no particular relation to any¬ 
thing, which would ape Nature’s creation by going several 
points beyond her, and release mortal man from all respon¬ 
sibility for the fact that Nature has not known hqw to make 
her appearance more bcautifuL" And consistently with such 
a point of view he further advises the artist “to have nothing 
lo do with the gigantic task of attempting to ennoble or 
elucidate the natural form, or attempt any such exalted func¬ 
tion of the human Spirit under what name soever it may be 
written down in works upon ait” (ih'rf, p-63). lie is, in 
short, wholly convinced that, however exalted and spiritual 1 
the subject to be treated may be, completely adequate forms 
are to be found in Nature as immediately perceived, and 
consequently maintains (p. Sj), 41 that the exposition of Art, 
even in the case of subject-matter as highly spiritual as it 
is possible to conceive, is never indebted to a symbolism 
capriciously created by man, 3 but depends wholly for its 
consistency upon what is presented as significant by Nature 
in organic form.' - No doubt in advancing this Herr von 
Rumohr has particularly under review the ideal types of 
antique art as they are expounded by Winckelmann, It is 
for all that the abiding service of Winclrelmann to have 
pointed out and set forth in harmonious relation these very 
types, although he may doubtless have committed etrors of 
judgment with regard to particular masterpieces while carry - 


1 hieal. 
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ing through ihe 'same. As a possible; example of such an 
oversight Herr von Rumolir thinks he has made out (p, M 5 > 
ThiiVhc increase of length in the lower half of the body, 
which Winckelmann has characterized as an ideal feature of 
the antique, is really borrowed from Roman statuary* And 
naturally enough, as an opponent of the Ideal t improves 
the occasion by insisting that the artist should unreservedly 
take Nature into his confidence in the study of form* Here, 
and here alone, he will find the presence of true beauty. 
To quote this writer once more it is affirmed (p. 144}, “that 
the beauty of most importance depends on a symbolic of 
forms rooted in Nature rather than human caprice, a beauty 
through which these forms are nourished into their character' 
isttc and symbolic relations, in the vision of which we 
necessarily have brought back to our memory definite images 
and conceptions, and are made more definitely conscious 
of previously dormant feeling; 111 And so finally it appears 
that in this writer’s view (p. 105} "a mysterious trait of our 
spiritual life, what many would perhaps call Idea, seems to 
bind together the artist and the appearances of Nature, in 
which latter he is constantly and continuously learning to 
recognize the true character of his own artistic purpose, 3 
and to find himself in a position through them to give 
expression to it." 

There can be no question, of course, that ideal art has 
no business at all with “a symbolism capriciously created 
and, if it really is the case that these ideal types of the 
ancients have been composed only to reduce the veritable 
forms of Nature to false and empty abstraction, we may 
freely admit that Herr von Rumohr is justified in his most 
trenchant opposition. 

For our own part we would emphasize the points of funda¬ 
mental importance to be grasped in this antithesis between 
the ideal of art and Nature as follows: 

The forms which are borrowed from immediate Nature 
to determine an ideal content must be assumed to be thus 

1 Not a very lucid hdIcdec. 1 presume tlj-e weirds r*i drrtH k 

sc let |o the 3-jmj3 r ntil So ihe be-auly which reposes «ti them. The 
pbitfjLttnv-.* or such a potnl of view is obvious, 

? I (hiijlt ifim ts'ftNfi Wallm mmt prncl Lilly amount to till*, hut it 
Is all very v^gue. 
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taken symbolically in the usual sense of the term, namely, 
that they are not thus immediately significant in themselves, 
but only as the external embodiment of that which ^s in¬ 
ward and spiritual, the content, in fact, they express. Tt is 
only Spirit, even in the reality which they possess outside 
the limits of art, which constitutes their ideality in its con¬ 
trast with that they entirely owe to Nature simply as such, 
and which is unable to reveal to us what is essentially mind. 
It is the object of art, on its more noble plane, to give 
external shape to the inward content of Spirit This con¬ 
tent we discover in the conscious life of men realized in llie 
world. As such it possesses—we include with it our con¬ 
scious human experience generally—an external semblance 
directly presented in and through which it finds expression. 
So much may readily be conceded. At the same time from 
a philosophical point of view it is simply futile to inquire 
whether we ought to look to the direct facts of Nature alone 
for objects and physiognomical traits of beauty and expres¬ 
sion to serve as entirely adequate materials for art’s repre¬ 
sentation, shall we say, of the majesty, repose, and power of 
a Jupiter or of a Juno, Venus, Peter, Christ, Madonna, or 
any other divinity, or saint Arguments may be supported 
on either side, and the question can only remain finally un¬ 
decided, being wholly empirical. For the only sufficient way 
of deciding the matter would be to contrast what is borrowed 
with the realities it purports to represent and this, in the 
assumed case of the Greek gods, might be matter of some 
difficulty; and, to take the present day, one man will see 
traits of beauty in their perfection where another a thousand 
times more acute will see nothing. But over and above 
such considerations wc must observe that the mere beauty 
of form will nei’cr give us that we have named the Ideal, in¬ 
asmuch its the individuality of the content is a constituent 
part of it, and therein form is necessarily included. A 
human face, for example, may be both regular and beautiful 
in its outlines and yet remain cold and devoid of all ex¬ 
pression. The ideal figures of the Greek gods are, on the 
contrary, true individualizations; the universality of their 
ideal conception does not exclude the characteristic deter¬ 
mination which belongs to each of them. And the vitality 
of the Ideal consists just in this, that this determinate and • 
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fundamental spiritual significance, which it is the function 
of art to exhibit, should wholly transfuse by appropriate 
artiatic treatment all the particular aspects of the external 
embodiment, such as composition, pose, motion, physiog¬ 
nomy, and configuration of limbs, so that nothing empty or 
insignificant should be left, but the entire work should re¬ 
flect that ideal significance. All that we have learned from 
Greek sculpture in recent times of a quality which, in fact, 
emanates from the school of Pheidias, is characterized by 
nothing so much as this penetrative vitality. The Ideal is 
preserved in all its severity without any lapse in the direc¬ 
tion of mere grace, softness, elegance, and exuberance, yet 
retains the form in close relation to the ideal significance 
which should be embodied throughout the whole. This 
supreme vitality is the distinguishing mark of the great 
artist. 

We may call a typical significance of this kind, in contrast 
to the particularity of the external world, essentially abstract 
This is pre-eminently the case in sculpture and painting, arts 
which illuminate but a momentary state, without proceeding 
to such a varied development of exposition as we find, for 
example, in that where Homer is able to depict the char¬ 
acter of Achilles as mild and courteous no less than severe 
and terrible, to say nothing of all his other characteristics. No 
doubt it is possible to find such a significance expressed in 
purely immediate reality. There are, for instance, few 
countenances which cannot reflect the moods of piety, 
devotion, and cheerfulness; but such faces also express 
countless other moods which either are quite inappropriate 
to that ideal significance, or are only indirectly related to it 
For this reason it is by virtue of its |>articular realization 
that a portrait acquaints us of the fact that it is a portrait 
In many old German and Flemish pictures we find the 
patron of the picture included in the composition with his 
entire family of sons and daughters. All are necessarily 
painted as though taken in an act of devotion, and this 
spirit illuminates every countenance; but at the same time 
we have quite as clearly set before us in the men stalwart 
warriors, men of vigorous action, disciplined on the strenuous 
field of life and commerce, and in the women dames of an 
equally doughty life-exj>erience. If we compare with such 
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faces—and we may restrict our comparison wholly to these 
very pictures, which are famous for their close approach to 
Nature in their delineation of physiognomy—those of the 
Virgin Mary, and the saints and apostles who surround her, 
we shall find in these latter one preponderating expression; 
and all the physical lineaments, whether wc look at build of 
bone, structure, or muscle, traits of that express motion or 
repose, are concentrated upon this one artistic effect. That 
which is felt to be appropriate to the one class and not to 
the other exactly differentiates the distinction between the 
genuine Ideal and mere portraiture. 

Some may imagine it possible for the artist to compose 
the ideal content of genuine types by a process of sifting 
and selection from the facts of immediate Nature, or quite 
possibly from the various physiognomies and compositions 
which collections of engravings from the copper-plate or the 
wood may furnish. But a process such as this of mere col¬ 
lection and sifting is not the end of the matter. An artist 
must maintain the creative impulse alert throughout. He 
must himself, in the strength of his own imagination, already 
impregnated with the knowledge of appropriate form and 
made vital with profound experience and emotion, give such 
an embodiment to the significance, which is the inspiring 
motive of the work, as will make it appear throughout as 
metal cast at one time and is one state of fusion. 


B. The Determinacy of the Ideal 

To comprehend the Ideal in its intrinsic significance, 
that is to say, according to its fundamental notion, was a 
comparatively easy task. But the beauty of art, in so far as 
it is the Idea, is not to be restricted to the purely universal 
standpoint of its notional concept; even as so compre¬ 
hended it must necessarily include within it determination 
and particularity, and is compelled to take definite em¬ 
bodiment as external reality. The question consequently 
arises in what way is the Ideal able still to assert itself in 
this process of objectification in the medium of external 
things and their finitude, and despite all that is antagonistic 
to ideality; and as a corollary to this we have to inquire * 
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how finite and determinate existence is enabled to attach to 
itself the ideality of the beauty of all art. 

We propose to regulate this inqury with the following 
diviSJbn of our subject matter. 

First, the determination of the Ideal in its simplest terms. 

Secondly, the determination of it, in so far as it proceeds 
by virtue of its particularity to a condition of discon/an/ 
parti within itself and to their resolution, a condition wc 
may generally define as action 

Thirdly , the determination of the Ideal from the point of 
view of it as an external object. 

I. The Ideal Definition as such 

1. We have already observed that it is the function of art 
to make the Divine the focus or centre of its entire exposi¬ 
tion. It is, however, only possible for thought in its pure 
medium, that is to say, apart from all the sensuous material 
of the figurative imagination, to comprehend the Divine 
in its essential significance of unity and universality. To 
attempt to do otherwise, by imagining a picture of God 
more readily grasped by the perception of the senses, is, as 
we know, forbidden both Jews and Mahommedans. This 
cuts away the ground of the figurative arts, which abso¬ 
lutely require form as their medium in all its concreteness 
of actual life; and we have only lyrical j>oclry left us to 
celebrate in its exaltation the praise of His power and 
glory. 

2. Considered, however, from the reverse point of view, 
wc must equally assert that however much unity and uni¬ 
versality are predicable of the Divine, He is in His essential 
substance determined, and, so far as He withdraws Himself 
from the pure quality of such predicates in their abstraction, 
is thereby an object for the figurative sense and external 
perception. If the Divine is consequently apprehended and 
figuratively embodied for us through the forms of the 
imagination, we are at once confronted with a possible 
variety in such determination; and it is at this point that 
the actual realm of ideal art finds its commencement. For, 
in the first place, the one Divine substance disunites and 

1 Handlung. See below. 
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breaks itself up into a multiplicity of self subsistent gods, 
such as wc find presented by the polytheistic system of 
Grecian art; and even in the religious consciousne^ of 
Christianity God is, in opposition to His purely spiritual 
unity, immediately revealed on Earth and in the world- 
process as man. And, secondly , the Divine, regarded gener¬ 
ally in its determinate appearance and reality, is both 
present and realized in emotional feeling, will, and the 
education ’ of mankind. For this reason and in this sphere 
men who are filled with the Spirit of God, saints, martyrs, 
and, in short, all who share in the religious life, are equally 
the appropriate subject of ideal art. With this principle of 
the individuality of the Divine and its determinate exist¬ 
ence realized necessarily in the world-process, we are face 
to face with—and this is the third point to be considered— 
the particularity of human existence. For the entire world of 
human emotion, with all that stirs it most profoundly—and 
what a power is implied in that open sea of feeling and 
passion, everything of deepest interest to the human heart— 
this entire content is nothing less than its exposition and 
expression. If it is true, then, that the Divine in its purest 
essence of reason is only the object of the thinking con¬ 
sciousness, it is equally true that Spirit, which takes to itself 
an actively bodily presence, so far, that is to say, and only 
so far as wc find it reverberate in the heart of humanity, all 
this lies within the sphere of art. Once admit this, and we 
must admit the content of particular interests and actions, 
specific characters, and momentary situations, in short, the 
entire process of development in the external order; and it 
becomes of first importance to indicate under a general 
principle in what the relation between the Ideal and this 
positive determination consists. 

3. In conformity with what we have already advanced it 
is clear that here, too, the Ideal will be most purely mani¬ 
fested in the representation—whether it be of gods, Christ, 
apostles, saints, or any other type of devout persons—which 
brings most clearly before us the qualities of beatified 
repose and satisfaction, a peace undisturbed with that w'hich 
is earthly, and subject to the storms of life’s manifolded 

> V’tUknngtn Ju Mtnuktn. The bringing up to fuller content. 


FINE ART 


*39 


complexities, struggles, and contradictions. Wc arc therefore 
not surprised to find that both the arts of sculpture and 
pairing have been peculiarly fitted to incorporate under 
ideal form not merely the ancient gods, but Christ as 
saviour of the world, and individual apostles and saints. 
That which is the most essential truth in actual life is con* 
cent rated to a focus on itself in the determinate embodi¬ 
ment of art, rather than continually forced from its serenity 
through dependence upon finite conditions. This essential 
concentration is not destitute of particularity, but the 
divergent separation, which is a feature of the external and 
finite state, is purified to one simple definition, so that it 
appears as though all traces of external influence and the 
relation thus created were overcome. This deedless and 
infinite self-repose, this “ taking a rest,' 1 as we find it, for 
example, in certain statues of Hercules, is just what consti¬ 
tutes the significance of the IdeaL If the gods arc repre¬ 
sented in contact with the process of Nature, they must still 
carry with them their immortal and unapproachable majesty. 
Jupiter, Juno, Apollo, Mars, and their like are, it is true, 
definite personalities, but they are at the same time unyield¬ 
ing potentates and powers, which preserve within them their 
sclf-subsistcnt liberty, even when they are actively related 
to the world. And for this reason it is not merely that a 
specific particularity must characterize the determinacy of 
the Ideal, but spiritual freedom must be manifested thereby 
as totality, and in this state of repose suggest the potency of 
unfcttcreid freedom of action. If we turn now from the gods 
to the less exalted plane of temporal existence and human 
life, we shall find the Ideal active in its representation of 
the substantial content of such humanity, and its dominant 
repression of wholly subjective particularity. By this wc 
mean that all that is entirely isolate in feeling and action is 
wrested from the clement of contingency, and particularity 
is represented in its concreteness, that is to say in its wider 
bond of relation with what most truly and intimately belongs 
to its life. When, for instance, we speak of the nobility, 
+ excellence, or perfection in particular men, we assert in so 
many words that the substantial core of what is spiritual, 
ethical, and divine has announced itself as prevailing in the 
individual, and man has submerged his active life, his 
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volitions, his interests, and passions wholly in this substan¬ 
tive basis, that he may thereby give full satisfaction to the 
most authentic necessities of his soul. 

At the same time, however much in the case of the Ideal 
the determination of Spirit and its external presence appeals 
to be absorbed in the simple self-relation, the principle of 
uevtlopmcnt is likewise directly associated with the par¬ 
ticularity unfolded ' in determinate existence, and along with 
tni* in that relation to environment which necessitates both 
the opposition and conflict of clashing forces. This fact 
necttsitates a closer examination of the determination of 
the Ideal regarded in this very aspect of differentiation and 
process, an aspect which wc may in a general way deflate as 
action. . 

11. The Action 


[he gracious innocence of beatific enjoyment, the in¬ 
active repose, the majesty of power in self-reliant tranquil- 
lity, as also the concentrated compactness generally of that 
which is most substantial in a given content—all these are 
essentially ideal modes of determination. That which is 
inward, however, and spiritual is in an equal degree active 
movement and development. Oncsidedness and division are 
inseparable from development. Spirit that is wholly itself and 
a totality will, expanding into all particularity, step forth out 
of its repose, in despite of all satisfaction therein, and in¬ 
volve itself in the contradictions of the broken and confused 
medley of earthly existence, and is by so doing unable in 

•ii ! , ded wor ! d to withdraw itself from the ill-fortune and 
ill-health that clings to finite existence. 

Even the immortal gods of Polytheism do not dwell in 
eternal peace, but take sides in mighty conflicts wherein 
contending passions and interests are roused, being subject 
themselves to Destiny; nay, more, even the God of Christians 
is not delivered from a passage of humiliation endured 
through suffering and shame of death, is not spared the 
bitterness of soul, which perforce cried aloud: “My God 
my God, why hast thou forsaken me." And the mother of 
C hnst experienced an agony of the same poignant character, ‘ 


J outsi , de af>Jn to consul, like* coat turned inude 

out that the inside may face externa] facta." 
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and human life in every direction is a life of struggle, battle, 
and pain. For greatness and force of character is evolved 
in jhc greatness and force of contending elements, out of 
whieft Spirit concentrates itself again and again upon its 
ffhity. The intensity and depth of subjectivity is only the 
more emphasized, the more unbroken and unexampled the 
resistance of circumstances to its unity grows, and the more 
irreconcilable the contradictions appear under which it has 
to preserve its own self-centred equilibrium. In this develop¬ 
ment and through this alone the might of the Idea and the 
Ideal is preserved, for power consists precisely in this self- 
preservation through a process of self-negation. 

Inasmuch as it is the fact, then, that the particularity of 
the Ideal passes into a relation with the external world 
through such development, and by so doing is made par¬ 
taker in a world, which, so far from manifesting the ideally 
free association of the notion and its external reality, pre¬ 
sents an existence which is just that which it ought not to 
be, in apprehending the true nature of this relation wc have 
to consider how far the determinations which affect the Ideal 
either in themselves contain immediately the principle of 
Ideality, or are to a more or less degree susceptible of it. 

In this connection we would direct attention to three 
fundamental points of view. 

In the first place we have the actual condition of the 
world generally , which is assumed as involved in individual 
action and its specific character. Secondly, wc have the par¬ 
ticularity of condition, the determination of which intro¬ 
duces difference and tension within the substantive unity, 
which is the motive-spring of the action, in other words the 
situation. 

Thirdly, we have to consider the situation from the side 
of subjectivity, and furthermore the reaction by virtue of 
which the conflict and resolution of the element of difference 
is expressly asserted, in other words, the action in its strict 
sense. 

1 . The General World-condition 

The ideal subjectivity is as such essentially a personal 
relation, a relation, that is to say, of self to every aspect of 
motion or activity, in which the self has to assert or perfect 
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iis own substance- And to effect this a world environment 
is necessary as the Universal ground of its realization. When 
in reference to this ive apeak of condition we understandhy 
this the universally prevailing modev under which, wjffiln 
the sphere of spiritual reality, that which is the smbstantrJf 
and essentially coalescing fabric of the same is present. In 
tEti.s sense we refer to a Cttrtditu'H of education,* the sciences, 
the religious sense, or even of finance, administration of 
justice, family life, and similar examples. All these objects 
of reference are, however, merely aspects of one and the 
sanirj spiritual content, which is thus in and through them 
rendered explicit and real. Irt further considering the general 
condmon of the world as the universal mode of the reality 
of Spirit it wilt be necessary to pursue our examination from 
the point of view of the WilL It k through the exercise of 
volition that Spirit generally unites itself to determinate 
existence;, and the substsntiiii ttt.vt which are immediately 
present in reality betray themselves in the specific modes in 
which the determinations of Will, ethical and legal concep¬ 
tions, and, indeed, all that belongs to that which we are 
accustomed, in a general way, to define as justice, actively 
asserts itself. 

The question consequently arises how such a universal 
condition must be characterized in order that it may appear 
adequate to the individuality of the Ideal. 

{o) Pursuant to the foregoing considerations wc may, to 
begin with, emphasize the following points: 

W The Ideal is essential unity * not a purdy formal and 
external unity, but the immanent unity of the content in 
itselt. This substantive repose on its own resources we have 
already characterized as the self-sufficiency, rest, and be- 
atitude of the Ideal. We will, in direct relation to the plane 
of discussion we have now mached, develop this character- 
istic of szlf-subtitUnty,' nmking it a primary demand of our 
argument that what we have termed the general condition 
of the world appear in such a. selfsubsistent form as will 
enable it to accept the embodiment of the Ideal. 

(ee) h«aw ;:-e]fsubsistency is an equivocal expression to 
start with. In Ordinary parlance that which is essentially 

1 jy* German tmn j t StOstSmSgki/. It mzy ohtn he Utl a (rtuii 
tjy "lDdepeflrftnct. 
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substantial is called simply Self-suhsistant by virtue of the 
element of causation being implied within this substantiality; 
we *re front to use it in this sense when describing the in- 
«ijintically divine and absolute. But as retained in this uni’ 
versa! ity of substance merely as such it is not declared as 
itself subjective, and consequently meets with its irresolv¬ 
able contradiction in the particularity of concrete individual* 
ity T In this bare antithesis all true sclf-suhastency disappears. 

($ 3 ) On the other hand, it is not uncommon to find such 
subsistency ascribed to purely format individuality, consist¬ 
ing solely in its self-reliance upon the fixed delerminacy of its 
subjective characteristics. This subjectivity, however, in so 
far as the actual content of life drops away from it, so that 
the forces and substances which lie without it acquire in 
themselves an independent stability, and as such confront 
the subject and the inward life as a content wholly unre¬ 
lated, lapses through this, too, into unequivocable contradic¬ 
tion with the aciuul substantiality of determinate existence, 
and forfeits alt claim to self-subsistency and freedom of con¬ 
tent. True self-subsi stance consists alone in the unity and 
interpenetration of both individuality and universality with 
each other. The universal acquires through the individual 
a concrete existence; the subjectivity of the particular thing 
discovers for the first time in the universal the unassailable 
basis and the most genuine form of its realised totality. 

(yy) Consequently in making this demand of the universal 
world-condition we must ask for a form of self-subsistency 
in the same sense, namely, that the Substantially universal 
in such a condition must contain within itself as the vehicle 
of its self subsistence the form of subjectivity. The most 
obvious presentment of this identity is that of thought. 
For if thought is, in one aspect of it, subjective, in another 
it possesses universality as the product of its inherent 
activity, and enclose* both universality and subjectivity in 
unfettered unity. The universal of thought ls, however, 
not that of art, whose object is the beautiful. And, in¬ 
deed, apart from this distinction particular individuality as 
confronted by thought in its natural envisagemenL, or form, 
no less than in its active effects and complete realization, 
stands in no necessary correspondence with the univers¬ 
ality of thought. There is, for example, a clear distinction 
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between the subject apprehended in its concrete content 
of the actual world and that whkh is simply the thinking 
subject, or at least it is open to such a distinction. jHtc 
same kind of cleavage affects the form of the universal itself^. 
In other words the moment the universal begins to assort 
itself in distinction from its otherwise related reality by that 
act it has in $frjt£t£ve existence separated itself from all the 
varied ptay of its phenomenal particularity, and* In opposi¬ 
tion to the same, has already established an independent 
position assured and powerful. 

In the Ideal, however, it is precisely the particular isv 
dividuality which ought to persist in inseparable co-ordina¬ 
tion with the substantive reality, and to the full extent that 
freedom and the selbsubsiatency of the subjective principle 
may attach to the Ideal the world-environment of conditions 
and relations should possess no essential objectivity inde¬ 
pendent of the individual in the subjective aspect above 
referred to or already presupposed. For the ideal individual 
is a ^elf-enclosed totality, which already includes the object¬ 
ive principle, and it must not be permitted to have inde¬ 
pendent motion and development apart from the individuality 
of the subject; otherwise the subject falls back into a purely 
subordinate position in contrast to a world whose inde¬ 
pendence is already assured. Consequently the universal 
must indued be actual in the individual as that which is in 
a unique sense its own, but not so as the property of the 
individual, as a thinker, but as that of his char a;t(r and 
(tMperamnh To put the same truth tn another way, what is 
required for this unity of the universal and individual in art 
as opposed to the mediation and differentiation of thought, is 
the form of immediacy , and the sdf-subsraiency which we 
claim here is the form of immediate self-subsistency. With 
that, however, the element of toniin^nsy is associated. That 
15 to say, so long as the universal and effective 1 constituents 
of spiritual life, such as the self-subsistcncy of individuals 
exhibits, ore only presented to us in the immediate guise of 
subjective feeling, temperament, and disposition of char¬ 
acter, and debarred any other category of existence, such 
arc thereby already given over to the contingency of volition 

1 Purtkrrtifotdt, Thu which penetrates the whole 31 the mua 
tjfi ‘fNj. The wlmle passage isiLirticu.lL and technical. 
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and its real nation. All we have left us, then, is what is 
peculiar to each individual viewed as such and his sensuous 
jjf'T^ricnce. Such a possession of what is nothing more than 
personal idiosyncracy is unable to assert for itself any 
rarther potency or necessity; it appears simply as inclusion 
of content, fixed achievement and at the same time arbitrary 
commitment of the wholly self-dependent subject to the 
influence of feeling, disposition, energy, general ability, cun¬ 
ning, and talents, instead of carrying out its realization over 
and over again according to a principle of universal import 
and acknowledged stability. 

This type of contingency, then, is the characteristic quality 
of the condition which we required for the ground upon 
which all the varied wealth of the Ideal is to appear. 

(fl) In order to make more clear the actual character of 
the reality which is most adapted to artistic treatment we 
will contrast it with that aspect of existence which is not so 
adapted. 

(aa) We find this pre-eminently where the ethical notion, 
that is, justice and rational freedom, have already won for 
themselves and maintain a fixed position in the social 
order regulated by lau\ so that, even in the external world, it 
appears as a positive and necessary power, which is quite 
independent of the individuality and subjectivity of specific 
temperament and characters. This is the case in the life of 
the S/a/e, where that life is manifested in a form adequate 
to the true notion of citizenship. For obviously it is not 
every chance association of human beings, any more than 
every patriarchal community, that will fulfil the requisites of 
State-life. In the true State laws, customs, and rights, in 
so for os they constitute the determinations of freedom 
applicable to all, are of paramount force even in this uni- 
versa/ and abstract relation, and are not conditioned in their 
applicability by the chance requirements of any individual’s 
idiosyncracy. As the consciousness of society has issued 
for itself commands and laws in a mode of statement of 
general application, in the same way these arc externally 
valid as such universal fiat, which proceeds in the path of 
order thereby indicated, anned with powers of restraint and 
compulsion against any individual who may attempt to assert 
his caprice in an injurious opposition to such regulations. 


THE PHILOSOPHY OF 


246 

{fiM Such a condition at once assumes a dividing line 
between the universal ordinances of the regulative under¬ 
standing and; the immediate life, connoting by this 
term the unity in which at! that is substantive and essential 
in morals and the conduct of justice only finds a form 
its existence in the experience of individuals, their ethical 
fowling and opinion, that is to say, and thereby alone is exer¬ 
cised, In the civilized dilate right and justice, even religion 
and science, or t at any rate, provident interest in religious 
and scientific education, are subject to public control, which 
directs and co-ordinates the same, 

4yy) The position, then, that isolated individuals occupy 
in the Slate is one which contracts them within, a fixed and 
organised order, and subordinates them thereto; and they 
stand in this relation for the reason that the character and 
disposition of each is not the only embodiment of ethical 
forces; but, if the State to which they belong h a genuine 
example, they are on the contrary compelled to regulate all 
the external detail of their actions, opinions, and feelings 
with a due regard to what is legally permissible, and to bring 
the same into line with it This dependence upon the ob¬ 
jective rationality of the State in its power of self-assertion 
above all subjective caprice may either be regarded as a 
mere subjection, inasmuch as laws and institutions possess, 
as the paramount power, a constraining force, or we may 
see in it inertly the free recognition and acceptance of the 
reason chat underlies such a necessity of fact, an acknow¬ 
ledgment through which the individual finds himself again 
in that objective order. 

But even in the latter case isolated individuals contirme 
to remain as merely incidental facts, and apart from the 
organic reality of the State possess no retd substantiality in 
themselves, For substantiality, in the sense we here use the 
term, is by no means only the particular property of this or 
that individual, but a fully explicit reality, 3 minted, as it were, 
in all aspects of it, and down to the merest detail in a mode 
universally applicable and ma$t#ry* All that mere in¬ 
dividuals can effect with volition and accomplishment even m 
actions right, moral, and legal in themselves in the interest 

* Fur lith fftott. Thai k to cay, 31 snhuiDM ihnl ii not dependent 
on mother fur its reality but ts explicit 43 such oul of fcs own itiwircei. 
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of and attendant upon the progress of the whole, remains 
and must always remain, in contrast with that whole, insig- 
. ^(leant and a mere example. Their actions arc always only 
an Entirely partial realization of a single case; and, more- 
* cvwr, the realization of the same has no universal significance 
in the sense that the particular example of it is thereby of 
objective validity as law, or, as such law, makes its appear¬ 
ance. And for the same reason, to put the matter the other 
way, it is wholly unimportant whether the validity of right 
and justice is acknowledged by private individuals judging 
as individuals. 'Hie validity is a vital fact of State life which 
holds whether it be acknowledged or no. No doubt it is a 
matter of interest to the general public that ever)* one should 
fall in with the order established and desire it; but the 
wishes of isolated individuals have no influence upon that 
interest in the sense that it is only by virtue of the assent of 
this or that person that right and a moral order is preserved. 
Such require no such isolated example of assent; and a 
breach of cither is followed by punishment. 

The subordinate position of private persons in the civilized 
State is finally emphasized in the fact that, whatever share 
any one may have in the general civic life, it is of a definite 
and in every case restricted character. In the real State 
work must have some relation to the general good, 1 just as 
the active enterprise of the bourgeoisie in the commercial 
business is subdivided in the most varied way, so that the 
entire life of the State shall not appear as the concrete achieve¬ 
ment of any single person, or in general can be entrusted to 
die arbitrary wishes, enterprise, courage, resources, and dis¬ 
cretion of such, but on account of the fact that it comprises 
activities and trades of countless complexity, and must be 
carried out by associations of business men at least as varied. 
The punishment of a criminal is no longer an affair of per¬ 
sonal heroism or the virtue of any one individual, but is 
throughout the entire process, in the investigation and dis¬ 
covery of the felonious act, in the pronouncement of judicial 
sentence and its execution, contributed to by different per¬ 
sons; nay, ever)’ important phase of such a process is in the 
same way subject to some kind of division of labour. To 
see that the laws are properly administered, then, is not 

1 Fur Joj Allgtnuini. 
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within the special province of any one man, but results from 
an organized effort of great variety and the rules which 
direct it. Add to this every man who assists in such a pjp- . 
ceK is bound to follow certain general principles whicnare 
laid down for his guidance* and all that is carried out muf^T 
their direction is further subject to Lhe criticism and control 
of yet higher officials. 

(y) In alj such civic relations, then, we find that in a truly 
regulated. State the public authority is not impressed with 
the imprimatur of any single person, but it is the general 
Will winch prevails here in its universality, a condition under 
which the particular life of the individual has the appearance 
of vanishing or, at least, of becoming of a quite subsidiary 
importance. In a condition of things such as this the self- 
subsistency we were seeking for is out of the question. And 
for this reason we required for the free embodiment of in¬ 
dividuality conditions which are precisely the reverse of 
this, in which the validity of the ethical principle derives its 
support from individuals, and only from individuals, men 
who make for themselves a great place in the arena of life 
through the activity of exceptional volitional fiower and the 
inherent greatness and effectiveness of their character. With 
such right is simply that which they choose to accept as 
such, and if that which is essentially moral is compromised 
by their action, there is no all-constraining public might 
w hit'h brings them to judgment and exacts punishment, but 
only the right of that inner voice of necessity* w hich accen¬ 
tuates itself as vital in particular character and through ex- 
temii.1 circumstance and condition and only thus is actually 
existent. This is what differentiates punishment from re- 
™ /s f- Thc punishment exacted by law asserts the validity 
of the generally applicable and carefully defined right against 
the violation of that right, and makes use of the public 
power according to a definite process as its instrument in 
other words, it employs a tribunal and a judge, an instru¬ 
ment to which personality is attached as something accid 
ental. Even revenge may in a similar way find a justifica¬ 
tion; but such as it has is based entirely on the subkdfa 
Mtaewe of those who deal with the criminal act, and in 
pan nance of their own private convictions, avenge them¬ 
selves on the unrighteous act and its perpetrator. The re- 
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vunge of Orestes is, for example, justifiable; but he exacted 
it under the difeetton of the taw which his own virtue prfr- 
*wS£fibed s not as the execution of a judgment and a right. In 
1 he Audition, then, that we claim as the most suitable for 
treatment, that which is moral and just must he 
throughout personal, in the sense that its source Is exclus¬ 
ively in the individual life, and it only is actual in such de¬ 
pendence Moreover, to proceed with our contrasted con¬ 
ditions, in regulated States the external environment of man 
is made secure, and properly is protected, and he is only 
permitted to retain in absolute independence for himself his 
private views and opinions. But in that condition where the 
essential features of a State are not found the protection of 
life and property depends on the isolated energy and courage 
of each individual by himself, who is compelled to look after 
his own security and that of everything which belongs to 
him. Such a condition we arc accustomed to identify with 
the htrok age, It is not, of course, our province here either 
to discuss or decide which of these two contrasted con¬ 
ditions of life is the worthier; suffice it to say that, so far 
as the Ideal of art is concerned, it is imperatively necessary 
that this hard and fixed line between the universal as an in¬ 
dependent existence and individuality should tie removed, 
however much this distinction may be necessary in other 
directions for the realization of human existence. The reason 
of this is that Art and its Ideal is just that universal, 
in so far as it may be presented to the perception of the 
senses, and by such presentment is permitted to enter into 
the variety and living forms of the world of objects. 

(tin) What we were looking for, ihLireforc, is supplied us 
by the heroic ago, for it is here that virtue, ofur? in the full 
sense of that Greek word, creates the root-basis of actions. 
In this connection it would appear that we must distinguish 
between iiprrj} and virius as understood by the Roman 
themselves. The Romans bad already their State, Father- 
land, and legal institutions, and as contrasted with the 
State, its the controlling object of alt, they had surrendered 
personality. To be simply a citizen of Rome, to have one 
object for the imagination and for every other personal 
energy to centre itself upon, namely, the fatherland and its 
sovereign majesty, therein lies the earnestness and grit of 
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Roman virtue. Heroes, on die contrary, are individuals 
who undertake and accomplish a complete enterprise in con¬ 
sistent reliance upon their personal resources and initiatives' 
and with whom it is consequently a purely arbitrary £ct of 
their own when they execute anything in accordance j*fPJT 
the moral principle. This immediate unity, however, of what 
we may call the substantive import and individuality of ire 
ciination, impulse, and will is the characteristic of Greek 
virtue. According to this view personality is a law to itself 
without any further subjection to a law, judgment, and tri¬ 
bunal of independent subsistence- The Greek heroes make 
their appearance in an epoch anterior to legal enactment, 
or they arc themselves the founders of States, so that 
right and social order, law and ethical custom emanate 
from them, and persist as their own creation in an in defeat 
ible relation to them. In this way Hercules was regarded 
so highly by the ancients them selves, and represents an 
Ideal of original and heroic virtue. His free and self-reliant 
virtue, with which he championed the right and hauled 
against the monstrosities of men and Nature is not a pre¬ 
vailing characteristic of the agt^ but belongs to him as an 
exclusive and unique possession. And we may add he was 
not strictly a moral hero, as his reception of the fifty daugh¬ 
ters of Thopius Ln one night 1 clearly shows us; neither 
would it appear from the tale about the Augaean stable* is 
he pre-eminent for gentility . He is rather the general type 
of self-reliant strength and resource in its championship of 
right and justice, to exemplify which he elected summarily 
and from a free choice to undergo countless toils and 
labours. It Is true that some of his deeds were carried out 
at the instigation of Euryslheus, but this submission is, after 
all, rather a formal association than a real one, no connec¬ 
tion at least of legal validity or inevitable necessity through 
which the strength of his self-reliant personality was diverted 
from its independent course. 

The Homeric heroes are of a similar type- No doubt they 
have their clan chieftain; but the associating bond is no 
fixed relation already determined by taw, which enforces 
their submission; of their own free will it is that they follow 

1 /« trittr A r *-^/r A £t>ttrlenied ducriptkitl of [foe true Mtoiy Appar¬ 
ently, 
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Agamemnon, who is no monarch in the modern sense of 
the term. Consequently every hero volunteers his own 
'i/h'Jee, the enraged Achilles acts independently for himsclt 
m his separation, and, speaking generally, each and ad co-mu 
..ha'mo, act, or take their leisure as they please, in much 
the same independent position, that is to say, united in no 
fixed organization, to which they are as individuals entirely 
subordinate, we find the heroes of Arabian poetry portrayed, 
and even the Shah-Rameh of Ferdusi furnishes us with 
similar examples. In latter-day Christendom the age of 
feudalism and knighthood supplies a fertile field for the free 
growth of hemic enterprise and the type of individuality 
which belongs to it. Of such are the heroes of the round 
table, no less than the heroic circle of which Charles the 
Great is the focus. Charles is, much like Agamemnon, sur¬ 
rounded with independent chieftains of heroic mould, a 
union which as such is powerless. 1 lie is consequently 
always compelled to take counsel with them, however much 
each of them may be influenced by private passions; he 
may bluster like a very Olympian Jupiter, and none the less 
find himself and his undertakings suddenly left in the lurch 
while his confederates are off on some adventures of their 
owm The Cid is perhaps the most complete example of the 
type;. He, too, is the idly of u confederacy, the dependent 
of a king, and is bound to render duty as vassal; hut in 
opposition to this obligation he is pre-eminently influenced 
by the principle of honour, the purely personal considera¬ 
tion of his own glory', nobility, and reputation, 1 And so in 
this case also the king can only determine a fixed line of 
action and make war after consulting and obtaining die 
consent of his vassals. If this is not given they do not fight, 
and, moreover, a mere majority of votes is not sufficictn to 
compel them. Every man is independent of his neighbour, 
and exercises his will and steers his own course as such. 

I Thai b to say, it is madt wp of units alt ready to in different 
directions. , 

J A reTHirknble instance of the type in nm own day* wiki Urefieml 
Gordon. A perusal of his correspondence fronr kluulOimi nuiiti it 
^efficiently dear that Iw considered it hi> duty to nnuin duphe all 
orders to [he contrary, •*> Inn-E as the garrison remaned tmwilhdnvwn ; 
no doubt he considered the rtwws couim; dishon-nrirahle to hti£land, 
bat first of ail it WHS dGhiinouiabte to hiatsclf. 
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find in the accounts given us of Saracen heroes nn 
equally brilliant picture of self-reliant and still more index 
ible personality. Even the Reineclte Fuchs fable is a 
example of this slate of things- Here, it is true, the lion is 
master and king, but the wolf and the bear sit in confSil. 
Even Reinecke and the rest do just what they like; and 
when there is a general outcry, the sly Fellow either gets out 
ot the mess with his story-telling, or manages to make some 
particular interest of king and queen work to his own ad¬ 
vantage, and in his own cunning way talks over his sovereign 
somehow, 

&3£) Moreover, in much the same way that each individual 
example of this heroic type of pcnonaltiy persists in imme¬ 
diate unity with all that he may will, act, and accomplish, a 
similar unity is further maintained in all the consequences 
which flow from such initiative- When we ourselves, on the 
contrary, act or estimate a particular action, wu assume that 
only full responsibility can attach where the individual under 
consideration is in complete possession of the tme nature of 
his action and its attendant circumstances. If the content 
of those surrounding conditions is otherwise than that which 
is present to the agents consciousness in such a case a man 
nowadays will not take upon himself the burden of all that 
is implied in his action- He will thrust on one side that part 
of it which he would not have done had he known com¬ 
pletely or not misconceived the circumstances, and he only 
accepts that which was fully under his cognisance and carried 
out with deliberate intention in conformity thereto- The 
heroic character makes no such distinction* He adheres 
simply to all the consequences and makes good his personal 
responsibility for the whole, CEdipus on his way to consult 
the oradc meets a certain man, quarrels with him and 
strikes him. In those days such an act was not a crime at 
all. I-Iq only relumed u blow after being vigorously attacked. 
But the stranger was his father. CEdipus further marries a 
royal lady. His wife is his mother, Without knowing it he 
commits an act of shame. On learning the truth he acknow¬ 
ledges such enormities to their full extent, inflicts a punish¬ 
ment on himself as murderer of his father and a man of 
incest, and this although he was entirely ignorant of the 
true nature of these acts, or had any intention of doing 


VINE ART 


them. The self reliant stubbornness and entirety «f the 
, heroic character refuses to parcel out responsibility and 
X-'jwi nothing of such distinctions as personal intention 
v £itd the objective act and its consequences. In the evolu- 
tkuV'and ramification of an action as we modems regard it 
these opposed points of view constantly recur, and guilt is 
thrown into the background as Far as possible. No doubt 
our view of the matter is more in accordance with tttead 
ftindfte, in so far as the condition of a personal knowledge 
of the particular circumstances, or the consciousness of an 
Object good in itself, in short, generally the intent of an act, 
is what materially assists us in our judgment. But in the 
heroic age, where we find the in dividual essentially indivis¬ 
ible and the objective act proceeding from himself as entirely 
his own, each person claims absolutely all that he may do, 
and refuses to surrender one jot or tittle of responsibility 
therefor. 

To an extent equally minute the heroic figure js separated 
from the ethical whole, to which he belongs, and his self- 
consciousness is bound up wholly in substantial unity with 
that whole. According to the views in vogue now wt draw 
a line of distinction as private individuals between objects 
which are wholly personal and those which nFect the com¬ 
munity. The individual acts in all that he docs From his 
own private personality as distinct from others, and views 
even his actions rather as relative to this than as part of all 
that is farmed out by the organic whole to which he belongs. 
We consequently make a distinction between individuals 
and thetr families. Such 3s unknown in the heroic age. 
The guilt of ancestors adheres to their descendants, and an 
entire family will suffer for the original defaulter. Men in¬ 
herit the fatality of guilt and transgression, A condemnation 
such as this appears tq us unjust as an irrational subjection 
to a blind fate. With us the achievements of ancestors reflect 
no more honour on children and descendants than the 
punishments and crimes of such contaminate those that 
follow after them, and least of ail is their private character 
thus affected; nay, modern opinion is already close to the 
view that the confiscation of family property is a punish¬ 
ment which violates the profounder conception of liberty. 
But in the ancient and more plastic totality the individual 
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is not so isolated, but rather a member of his family and 
race. For this reason the character, action, and fortunes of 
the family continue to be the private affair of each 
of it; and so far from denying the actions of his parents - 
each man voluntarily accepts them as his own; they li^STin 
him, and he is just that which his fathers were, suffered, or 
transgressed. This appears to us a hardship, but that which 
we replace it with, this standing alone on our own posses¬ 
sions,’ and the more subjective self-stability thus acquired 
is also from another point of view only the abstract self- 
sufficiency of each. The individuality of heroic times is none 
the less of a more ideal type, because it does not declare 
itself as satisfied with the mere form of freedom and in¬ 
finity, but remains in unalterable and immediate unity with 
all that is most substantial in the relations of spirit which it 
of itself endows with living actuality. In such an individual¬ 
ity the substantial is immediately individual, and the indi¬ 
vidual thereby himself essentially substantive. 

(yy) From considerations such as these wc conclude that 
the ideal figures of art must be sought for in the age of 
mythos, that is to say, speaking generally, in past times, 
where we shall find the soil most congenial to their growth. 

If such material is taken from the age we live in, whose most 
native form, as we actually find it, is tightly shut off from 
the imagination, it matters not how we regard it, then the 
modifications which the poet can hardly avoid making 
in it will not readily escape the appearance of a purely 
artificial and intentional composition. The Past entirely 
belongs to memory, and memory perfects the infolding veil 
of character, events, and actions in the vesture of univers¬ 
ality, through which the particular external or contingent 
detail is unable to penetrate. Many trifling circumstances 
and mediating conditions, many varied and isolated phases 
of activity, are inseparable from the actual existence of an 
action or a character: in the mirror of memory all these in¬ 
significant details are obliterated. In this liberation of his 
work from what is accidental in the external fact the artist 
has a freer hand for his artistic powers of composition, when 
dealing with that which is individual and particular in it, if 
the actions, histories, and characters arc borrowed from 
* FursuhtintUhtm . 
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.melon E times. He has, it is true* also historical memories, 
out of which he must mould a content conformable to the 
S universal; but the picture of the Fast possesses, as already 
observed, an advantage, taken simply as a picture of greater 
^Suiiji^rsality, while the manifold texture of mediating con¬ 
dition and circumstance, interwoven as it is in the entire 
framework of finite existence which surrounds it* offers him 
material ample enough to prevent his hand obliterating the 
individuality, which is essential to his work of art. The 
mote closely we consider it, the clearer will be our con¬ 
clusion that a heroic age has the advantage over later and 
more emitted times in that the isolated character and per¬ 
sonality generally in such an age does not as yet find what 
is substantive either in the sphere of ethical custom* or 
moral obligation opposed to itself En the necessary embodi¬ 
ment of legal institution, and thereby presents immediately 
to Lhe poet all that the form of the Ideal requires. Shake¬ 
speare has* for example* selected much material fur hi* 
tragedies from chronicles and earlier romances, framed upon 
a condition of life which has not as yet received the im¬ 
pression of a fully articulated social order, but in which the 
energy of individuals, as emphasized in personal resolve 
and achievement, is still the prevailing characteristic. His 
genuine historical dramas have, on the contrary, a, vein of 
historical substance running through them in the strictest 
“ sense, and for this reason lean farther away from an ideal 
exposition* although here, too, both circumstances and 
actions are made to fall in with* or are removed to suit, 
the unyielding self-sufficiency and wtlfulness of particular 
characters. No doubt this characteristic remains for the 
most port in their case a purely formal self-inclusion, 
whereas if we contrast it with the self-subsistency of heroic 
characters we find that here the essential contend of atl such 
have proposed to accomplish is bound up therewith. 

It is on account of this contrast that we should find a 
reason for repeating the general thesis in connection, with the 
Ideal, to the effect that the Idyllic is exceptionally adapted 
for its expression, inasmuch as where that is presented the 
cleavage between what is determined by legal necessity and 
the living person is wholly absent. To this we must reply 
that, however simple and original idyllic situations may be. 
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however far removed they may be from'the artificial prose- 
existence of society, such simplicity, if we consider the 
nature of its content, has, in fact, too insignificant an ^ 
terest to satisfy the most substantial and essential r^juire- ^ 
ments of the Ideal. Material of this sort fails entirq||rto* 
include the most weighty motives of heroic character such 
as Fatherland, moral and family problems, and their de¬ 
velopment; it is a kind of treatment which is apt to select 
as the very core of its subject such a fact as the loss of a 
single sheep or the falling in love of a girl. In this way the 
Idyllic not unfrequently becomes merely the resource and 
recreation of our hearts, to which poets such as Gesner, for 
example, will add their dose of sickly sweetness and senti¬ 
mentalism. The idyllic aspect of the days we live in have, 
further, this defect, that this naiveti, this domesticated or 
rural atmosphere in the emotional aspect of love or the 
enjoyment of a good cup of coffee in the open and things of 
that sort are not likely to awake much interest, when we 
find in them nothing but the country parson flavour—find 
them cut off, that is to say, from all wider relations with the 
outside world, and not a trace of the profounder web of 
purposes with which that world is interwoven. It is precisely 
here that we have reason to admire the genius of Goethe, 
when he concentrated his poetic talent on material of this 
kind in his poem of “Hermann and Dorothea." It is true 
that he selects from the life of the Present a particular 
theme of very limited extension, but at the same time he 
unfolds before us as the background and atmosphere of the 
picture in which his characters are portrayed the great in¬ 
terests of the revolution and his own native country, and, in 
short, associates with a subject-matter necessarily narrow in 
its range facts of world-history of the widest and] most 
potent significance. 

Generally speaking, we shall find that the ills of life and 
its evil, war, battles, and revenge, are not excluded from 
the subject-matter of the Ideal, but are frequently the very 
source and substance of the heroic age and its myths, whose 
form grows all the wilder and sterner in proportion to the 
remoteness of such a period from a fully developed society 
of law and moral order. In the chivalrous adventures of 
knight-errantry we find the heroes of such tales themselves 
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often enough sharing the savage and dissolute character- 
istics of the times, and in much the same way the martyrdom 
of the heroes of the Church presupposes a condition of 
te'roAous cruelty around them. At bottom, however, the 
~ Christian ideal, which is based on the depth and inwardness 
of man's spiritual nature, stands in a relation of entire indif¬ 
ference to the external world. 

We have demonstrated that the condition of particular 
centuries is more applicable to the Ideal; in the same way 
Art selects pre-eminently a particular class of society for the 
form under which the Ideal shall appear, the order, that is to 
say, of primes. And the selection is made not because art is 
necessarily aristocratic, or has any predilection for gentility, 1 
but simply on account of the perfection in which free will and 
its products may be exemplified imaginatively through the 
highly placed class. We have in the chorus of ancient tragedy 
the characteristics and universal background of general 
maxims, modes of imaginative thought, and emotion, before 
which the definite movements of the action proceed. In 
contrast to this appear the more clearly defined individualities 
of the personages immediately concerned in the action, men 
and women of authority, and belonging for the most part 
to royal families. On the other hand, the main impression 
forced upon us, when seeing representatives of a lower class 
carrying on pursuits which are of a narrower range, is one 
** of subjection; and, indeed, in an artificial * state of society 
the freedom of action of such a class is fettered in every 
direction, and is necessarily involved with all its passions 
and interests in all the medley and despotic forces of 
external circumstance. It is, in fact, held closely behind 
the invincible power of the social order, which it is unable 
to come out of, and is an alien from the authority of the 
dominant order, even when that is asserted in accordance 

* Dat Vtrtuhm*. There is probably here a further allusion to the 
respectability associated with grandeur. The same is true of the com-' 
positions of the great Italian painters. 

* Ami^H'ildxtm. I have hesitated to translate this “ cultivated " u 
the contest appears to suggest rather the kind of rtgimt we find in the 
highly official centralization of such a monarchy as that of Prussia in 
Hegel's time or the artificial eighteenth century. But the whole passage 
rings rather strangely to modern ideas, or at least to Eoglish notions of 
democracy. 
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with just principle. In this limitation of outlook through 
the hard conditions of life all real independence is wrecked. 
For this reason both the circumstances and characuyp 
which we find in such a sphere of life are more approbate 
to the treatment of comedy, everybody being permitn^ in 
comedy to rate themselves as they please, and to lay claims 
to a self-sufficiency in all that they will and think, which is 
none the less immediately negatived by the spiritual no less 
than the external dependence of their lives. As a rule, such 
a false and second-hand sclf-subsistcncy must inevitably 
fall to pieces when confronted with the actual conditions of 
life and the distorted view which is formed of them. The 
force of circumstances is presented to the lower orders of 
society on a totally different level from that in which it acts 
upon rulers and princes. In Schiller’s '* Braut von Messina " 
Don Caesar is able to exclaim, and justly: M there stands no 
higher judge than myself!" And when he has to be punished 
he must himself give judgment and execute it. He is in 
fact, subject to no external necessity of right and law, and 
even when punishment is the question is wholly dependent 
on himself. The characters in the Shakespearean drama do 
not entirely belong to the princely order and only partially are 
taken from mythical sources, but they are placed in the era 
of civil wars, in which the ties of social order and legislative 
enactment are either weakened or sliattered, and they secure 
from such a condition the exceptional independence and 
self-sufficiency we are looking for. 

(6) If we transfer our attention now from the characteristic 
conditions of society we have hitherto mainly considered to 
the actual state of the world around us and its carefully 
articulated scheme of ethical, judicial, and political institu¬ 
tions, we shall not fail to observe that the material we have 
here offered us for figures of truly ideal type is of a very’ re¬ 
stricted character. 'Hie province here in which an entirely 
open field is presented for the display of independent pur¬ 
pose in its fullest individuality is limited both in its range 
and the measure of opportunity. The qualities that make a 
man thorough in his relations to his own family and his 
business, the ideals, in short, of honest citizens and excellent 
wives, in so far as will and activity are concentrated on the 
field in which it is still possible for a man to exercise his free 
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personality, to carry out, in short, all that he has a mind to 
do, this is the prevailing feature of our modern society. Such 
ideals inevitably lack the depth of a fuller content, and the 
most significant feature of them is that of the attitude of the 
in^vidual mind to their realization; for we find here the 
content is already presented by existing social institutions, 
and consequently the essential interest we take in it depends 
on the particular way in which that content is realized and 
appears in the personal life , its moral and inward signi¬ 
ficance. For this reason it is not possible, as in the case of 
former times, to create ideals from the positions of judgeship 
and kingship. If a man carries out his judicial functions 
nowadays in accordance with duty and the requirements of 
his office, he merely is acting within the bounds already 
marked out for him by legislative enactments in the socinl 
order as the sphere of his responsibilities. All that may char¬ 
acterize his tenure of office beyond this, as proceeding from 
personal qualities, such as suavity of demeanour or acute¬ 
ness of judgment, is not the main point or the substantial 
content, but rather an aspect of it which it is possible to 
dispense with as something accidental. In the same way the 
monarchs of our own day are no longer, as was the case with 
the heroes of mythical times, in themselves the embodying 
and culminating unity of society itself, but rather a more or 
less unsubstantial centrum around which all legal and social 
institutions, however moulded in the course of time, group 
themselves in independent relations. All the most import¬ 
ant functions of the executive have nowadays been separated 
from the royal prerogative. Kings do not lay down the law, 
control finance; the preservation of social order is not one 
of their most characteristic functions. Peace and war are de¬ 
termined through the particular circumstances of inter¬ 
national politics, which it is not within their power exclus¬ 
ively either to direct or control; and, if it happens that any 
important decision with regard to either depends in the last 
resort on their judgment, such a decision is not generally so 
much in the nature of its substance the result of any per¬ 
sonal preference, as it is the formal seal of monarchical au¬ 
thority on what is already determined on public grounds, 
the mere imposition of that which is strictly official rather 
than personal in its character. In the same way, a general 
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or field-marshal of out times has unquestionably great au¬ 
thority: objects and interests of profound importance are 
under bis control and bis circumspection; his courage, his*, 
determination* and his intelligence are involved in *the 
weightiest decisions; nevertheless, whatever may be dejjn- 
itoly traced to the essentially |>ersonal characteristics of the 
man has little opportunity for display in such a result. For, 
in the first place, the objects upon which his decisions turn 
are not of his own selection, and arise out of circumstances 
which lie beyond the sphere of his influence rather than 
are spontaneously fixed by himself; secondly, the means 
adopted to carry out such objects are not the sole result of 
his initiative. On the contrary, they are supplied him from 
sources which are rtoE immediately under his authority or 
personal influence, but siand rather quite apart from the 
sphere of his individual powers as a general. 

To sum up, then, though it is true that under the present 
condition of the civilised world a man may act independently 
for himself in many directions, the fact remains that in what¬ 
ever direction he may turn he is still only a member of a fixed 
order of society and appears as such limited in his range rather 
than the vital representative and individual embodiment of 
society itself. He acts necessarily under such a condition of 
restriction, and our interest in such a personality, no less 
than in the content of his aims and activity, is entirely de¬ 
void of completeness. Jn the end we are invariably driven 
to concentrate our attention on the purely personal interest, 
how far, that is to say, he attained success, what was the 
nature of the obstacles and complications which, in either, 
through untoward chance or necessity, confronted or dis¬ 
tracted his progress. And if it is, moreover, true that our 
modern personality is of infinite significance when we estim¬ 
ate the character thus manifested as a spiritual product, in 
its actions, sufferings, moral opinions, and conduct that is to 
say, it is also true that the moral content which k realized 
in such an individual is of a restricted character, rather 
than, as is the case in the heroic times, the realization of 
universal right, custom, and legality. The individual is no 
longer the exclusive vehicle and actual embodiment of these 
powers as in the previous limes. 

(f) Our interest, however, in and need to have presented 
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us such a completely realized individuality anti living self- 
do peodeoce will always persist, however strongly we may 
reqggnuc the worth and reasonable nature of the more de¬ 
veloped condition of an organised and trained civic society. 
It 4£ this necessity which makes us regard with astonishment 
the youthful spirit of Schiller and Goethe when they sought 
to discover that lost self-sufficiency in the prevailing con¬ 
ditions of modern limes. How do we Find in particular this 
attempt is made by Schiller in his earliest works? Simply by a 
rebellion directed against the whole organic framework of civil 
society* Karl Moor, suffering injury from the existing order 
at the hands of those who abuse the power entrusted them, 
has the courage to break the bonds which bind him to law 
and order altogether, cuts himself adrift and creates for him¬ 
self a heroic situation, in which he appears as the champion 
of right, and the self-constituted avenger of wrong, in¬ 
justice, and oppression. None the less^ how insignificant 
and isolated must a private revenge of this kind appear, if 
we estimate it from the practical point of view, according to 
the probability of its success; and, in fact, in one aspect of 
it, it already contains the germ of wrong which cats only 
lead to the criminal act on which it will fall to pieces. No 
doubt, as personal to Karl Moor himself, this is a mis¬ 
fortune,, a fatality, however, which, despite the tragical ele¬ 
ment in it, can only engraft on mere boys the blight of such 
a M robber-ideal/" In much the same way the characters de¬ 
picted in lJ Kabul* und Liebe “ suffer wrong under prevailing 
conditions of life, absorbed in the trivial (acts and passions 
wholly personal to themselves. It is not until we come to 
the dramas of “ Fiesco fT and “Don Carlos” that we find 
characters of nobler significance and more substantive con¬ 
tent, heroes, for example, resolved to liberate their country, 
or assert the liberty of religious conviction. With a nobility 
• still more striking Wallenstein places himself at the head of 
his army that the crisis in the political situation may come to 
a focus. He is fully cognisant of the nature of the political 
forces upon which his only means of control, his army, is 
dependent; consequently he hesitates for long whether to 
follow his private inclination or his duty. He hits barely ar¬ 
rived at a decision when he finds the instrument on which 
he most depended slip from his grasp; his means of action 
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is gone. For Lhat which in the last instance unites the lead¬ 
ing officers and generals is no gratitude for anything that 
may be due to him on the ground of past services rendered;.* 
his fame as a general has nothing to do with it, but rather 
the duty they owe to the universally recognized seat of gov¬ 
ernment, the oath they have sworn to the head of the State, 
the emperor of the Austrian monarchy. He finds himself 
consequently in the end isolated, and is not so much fought 
with and overcome by an external foe as he is stripped of all 
means of executing his purpose. He is deserted by his army 
and from that moment is a lost man. The f( Gotz rr| of 
Goethe starts from a dramatic situation of an analogous 
though somewhat inverse type. The times of Gdti and 
Franz von Sidtingeii belong to the Interesting epoch in 
which knight-errantry and the self-reliant individuality of the 
class of nobility is being superseded by the new creation of 
an external and legally constituted social order. To have 
selected precisely this critical time where wc find the heroic 
characteristics of the Middle Ages and the legalized fabric 
of modern society meet and collide for the subject of his 
first artistic production shows much penetration on the part 
of Goethe. I’or Got? and SicJtingen are still heroes in the 
genuine sense, who are resolved to exeteke their influence 
over circumstances, whether immediately affecting them or 
of wider ranges out of the resources of their own person¬ 
alities, their courage, and their private sense of tight. The 
new order of things involves Got/, in acts of illegality and 
brings about the catastrophe of his life. It is only in die 
Middle Ages that knight-errantry and the relations of 
feudalism will supply a field entirely open to this type of 
self-reliant manhood. When we fund, moreover, the legalized 
order co-ordinated more completely in its prosaic form, the 
predominant authority in fact, the adventurous self-depend¬ 
ence of knighthood is left outside it as an unrelated ex¬ 
crescence; and if an attempt is made to assert it as though 
it were still a valid means of attacking wrong, and assisting 
the oppressed, it becomes simply an object of ridicule, such 
as Cervantes il lust rates for us in his * J Don Quixote.' 1 

In this allusion to the opposition which exists between 

1 Gi'ti ri'/j Ihrlu ;imgfn was Goethe's lint drama, published in lb if 
J-CSJ 1773, ihrcugb the first version »f Ll was written in l?7t f 
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two differently constituted rigims of society and collision 
which results from action in defiance of their particular 
character we have already indicated what we have above de¬ 
fine* generally as the closer determination and differentia¬ 
tion of the universal state of the world, that is to say, the 
sitOhtian as generally expressed* 


a, Thk Situation 

The ideal world-condition which it is the function of art 
to present in contrast to prosaic reality we may conclude 
from our previous discussion to be merely a general back- 
ground of society of a specific kinch it is merely 
condition necessary for the particular presentation, not the 
presentation itself, Wb&t we have hitherto directed attention 
to is, in fact, the general background upon which the living 
figures of art may appear. It is undoubtedly fnjctihed wLth 
individuality and Is supported by its sdt-subsisteney 1 hut 
as a tftura! condition it is not jet the active movement of 
particular Individuals in the very form 01 lite, just as we 
may say that the temple which Ait erects is not as yet the 
representation of the personal godhead, but only encloses 
the germ rtf the same* For this reason we must in the first 
Instance regmd this world-condition as a kind of medium in 
repose, a harmony, so to speak, of forces which are opera 
tive in it, and to this extent It possesses a substantial con¬ 
sistency of uniform worth, which, however, must not be 
accepted as identical with what has been called li the age 
of Innocence. 11 For it is a condition in the fulness and sove¬ 
reignty of whose ethical atmosphere the terrors of division 
only are slumbering because, in our contemplation of it, we 
have before us, for the first time, the aspect of its substantial 
unity, and consequently are only presented with individuality 
in its most universal terms, a mode of viewing it which makes 
it fade away as though without definition or a iij essential 
disturbance of its unity, instead of giving to it the full value 
of definite characteristics. But such characterization is 
essential to individuality. And if the Ideal is to appear as 
dtfinite form it is necessary for it to escape from such pure 
universality', or in other words for it to give the universal a 
particular expression, and by so doing impart to it both 
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existence and appearance. Art consequently haft in ibis con¬ 
nection not only to translate into its medium a universal 
world-condition,, bat must proceed beyond this quite in- 
definite conception to the composition of pictures of dtfimte 
character and action, 

Regarded from the aspect tinder which it affects individual 
character this general condition is the environment of circum¬ 
stance which, according to its specifically detached form, 
tends to excite both collisions and development, forcing 
thereby the individuals thus affected to express their mature 
and exhibit such expression in 3 definite form. From the 
point of view of the world-condition this selfrevelation of par- 
tie u Car individuals appears as the passing of its universality 
into the distinct embodiments of living individuality, art 
Aggregate over which umverSaJ fora-s s£l!I assert the mmtery? 
For the eternal powers operative in the world-process con¬ 
stitute the substantive content of the Ideal as speciReally 
defined in what it essentially is. The mode of existence, 
however* which is realized through the bare form of external 
condition b unworthy ol this content. For in the first place 
such a condition is associated with habit, and the habitual 
no adequate determination of those profounder interests 
which are active in scifaonsci&us mind . Furthermore, as we 
have observed, it was the amting<nc$ and capritt of individu¬ 
ality, by virtue of whose spontaneous activity these wry 
interests arc permitted to appear in life; but this unessential 
contingency and caprice is again f|uite as little adequate to 
the substantive universality, whidi constitutes the notion of 
essential actuality. On these grounds respectively we are 
therefore compelled to seek an art-envisagem-ent more w orthy 
and better defined for the concrete content 1 of the Ideal. 

This new configuration the universal powers can only 
retain in its i kterminate txisfinct in virtue of the fact that 
they are manifested in thdr essential modes of difference 
and movement, or, to put the matter more specifically, 
through their assertion of the contradictions which they 
relatively unfold, I wo aspects 01 the process of individ ua l, 
ization into which the universal thus passes must be here 
emphasised. In the first placo, there is the substota as an 

' V\ “force which in. pituSomlnsiil. 

WBliBt, that ti, in its o>nfigurative enemy. 
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embracing sphere of uni versa! forces through the differentia- 
tion indicated, "which is broken from si 5 jubstantive unity 
into its component parts; secondly, there are the indi- 
vid&Mts, which spring forth ms the active completion of these 
forces and give to them a specific objectification, 

ffljw what we have character!zed as the difference and 
opposition in which the world-condition, hitherto harmonious 
with the individuals conditioned by it, is involved, if «l* 
consider it from the point of view of universal condition, is 
the manifestation of the aunfuif wmPrnf which it carries in 
itself. On the other hand we observe that the substantive 
universal in that condition 13 articulated through particular 
units in such a way that this very universal procures for it¬ 
self determinate existence, albeit it is thus immersed in the 
appearance of chance, disunion, and division, an appear- 
an.ee, which, however, is rendered nugatory by the fact that 
it is the universal which thus appears. 

The separation of these forces and their objectification 1 
in individuals can, however* further take place under definite 
conditions and circumstances, under which and as a con¬ 
stituent aspect of which the entire objective appearance 
receives a determinate form, or as the stimulative impulse 
of this very realization. By themselves such circumstances 
are without interest , 1 and it is only through their relation to 
mankind that they receive such a significance, through 
" whose self-consciousness the content of these spiritual forces 
is carried actively into objective appearance. The external 
circumstances are consequently only to be regarded of 
significance in so far as they supply an essential relation to 
Spirit, in so far, that is to say* as they are comprehended by 
those individual units and afford them a stimulus to actual¬ 
ize their inward spiritual needs, the aims, ideas, the deter¬ 
minate substance, in short, of all that requires an individual 

1 .SV, k’'in*:irklic.kitt. I hat b, abjective s*lf-rtaL KUiuft. 

* The whale of Shii passage is difficult tu follow and U-n.-ln.e, abJ 
bus roots, no doubt, in kipic of ihe must deputed pttitloas in llcj’elbn 
piiikrtaphy, mich m ttu* Independent reality of satmr, nnd the use 
tint llegcl make* uf -Lieh concept San* e,i Chance {Z*frilHgb<ifi in bi* 
cit S "iliuiatiQn oF it. All Uiat can U altetnpUd here is to give -^roe kiwi 
of intelligible intefpn: tm Ion of llic diprtfssioili employed literally- The 
student mil do well to eoniuU Professr A. C, feradley’s criticism of 
ll«£ot k K Idea of tragedy in Jii:. ** Lectures on Poetry," 
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embodiment. Regarded as a stimulating influence of thi^ 
kind particular circumstances arid conditions create what 
we have called the situa.Hen, which is specifically pre¬ 
supposed in the actual self-expansion and activity of all that 
still lies undeveloped in the universal world-condition j it is 
for this reason we have considered the previous deterftiina¬ 
tion of the notion of the situation as necessary to any inquiry 
into the true constituents of artim* 

Ihe situation expressed in genera] terms is in qne aspect 
of it the circumstance: partimiarised to the point of dtfinitr 
cActraefrr, and under this characterization it is* to put it 
another way r * the stimulating impulse to a particular cKpres- 
slon of content, which It is the function of artistic present!- 
tinn to transmute into a specific form of existence. Looked 
at from this latter point of view especially the situation 
o.iers a wide field for contemplation, inasmuch as it has 
ever been one of the most essential objects of art to discover 
situations o! real interest, that is to say, of such a kind as 
will present to us the profound and weighty interest* the 
truest content of spiritual life. The requirements of the 
several arts in this respect no doubt differ. Scripture, fur 
example, is pre eminentty limited in its reference to the 
inwardly detailed variety of situations. Painting and music 
are already operative in a freer and more comprehensive 
medium, finally, we are least able among them all to ex 
haust the possibilities of poetry in this respect. 

Hi hoc we have not yet arrived at that portion of our sub¬ 
ject where we deal directly with the specific arts, it will be 
sufficient here to draw attention to a few of the most general 
aspects of (hat inquiry, which we may subdivide in the 
following manner. 

Firtty we would observe that the situation still retains dm 
form of unwtnaUfy and thereby of indeterminacy, so long 
as it is undeveloped and without definite characterization: 
we hate, consequently, at first present before us a situation 
which is without situation. For the form of indeterminacy 
is itself only em form as opposed to its contradiction of 
di-termtnacyj ana is shown to be,, by virtue of this very 
contrast, a one-sided aspect which as such possesses a deter¬ 
minate relation. 

ddcani//y t however, the situation passes in separation away 
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From this universality, acid becomes certainly determinate to 
that extent, but at first with a determinacy which produces 
no destructive coo sequences, that h to say, it is one which 
offers *ho stimulus to active opposition and its necessary 

resolution. , . , . 

Thirdly^ we find the element of disunion in all its■ vigcut 
creating by the definition of its opposed characteristics the 
essence of the situation, which thereby is earned into a 
collision^ which again proceeds to reactions* and, as such, 
forms the point of departure to the conception of artistic 

action properly so called. . . 

We may, in fact, character]ze the situation generally as 
the intermediate plant between the universal world-cotidiUon 
still in a state of equilibrium, and the concrete action un¬ 
folded in all its tendency to movement and reaction, a 
position which gives to it the characteristics of both ex¬ 
tremes, and enables ns to pass over from the one to tne 
oilier, 

(a) Tht Absttut of Situation 1 

We pass^ from the notion of the universal world-condb 
lion in nr canting to ourselves the form of it as essentially 
individual sclf-subsistuncy. Self-tubawtcncy, however, re¬ 
tarded simply in its essential form, presents to us m the lirst 
instance merely the secure repose upon its own resources 
in its bare tranquillity, The form as thus defined is earned 
into no relation ^th another, but remains at one with itself 
in inclusion with its unity both within and without. I hi* 
presents us with the situation which is without situation, an 
illustration of which we may take those ancient types of 
temple-building dating from the earliest days oF art, whose 
character of profound immutable seriousness, of tranquil, 
nay oven of austere and grandiose, dignity lias been the 
object of imitation even in more recent rimes proceeding on 
linos of a similar type. The Rgyptian and most ancient 
Greek sculptures wiH further illustrate for us the same kind 
of indeterminate situation* hi the plastic art of Christianity* 
especially if we consider particular examples of early om-t- 
sculpture, we shall find both God the Father and Christ are 
presented in a similar spirit. Indeed, such a mode of dclinea- 

1 The dilution without defined iiliiUUon. 
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lion is peculiarly adapted to present us with the secure 
substantiality of the Divine, whether such be apprehended 
a definite and particular Godhead, ot is grasped as essen- 
rnTly absolute personality; and this is so in virtu e*of the 
ver>' uefecE of such a representation, that it gives us ptytraits 
of persons of middtaage which are without any trace of 
definite situations, in which the character of the individual 
as sue.! can reveal itself, and only the attempt is made to 
express the entirely of determinate character in its quality 
of stabili ty, 1 1 * 

(/') Tht Situation defined in its HarmliSfrftss i 

J he second point to emphasize is* inasmuch as the sEtii.i. 
lion generally ,s reached in the definition of form* the 
pa.jsa.ge Irom this tranquillity and Messed repose, or from 
the unbroken severity and force of seif-consistency, forms 
winch subsist in unfeatured equilibrium, that is to say, im¬ 
mutable both within and without* have to he set in motion 
and surrender their undressed simplicity. This hare 
progression to a more specific manifestation in some par. 
ticuEar mode of Repression is what we may describe cer¬ 
tainly as definite situation, but a situation which has not 
yet asserted conflicting dements in itself and is fully ripe 
for collision. 

I Eds first step in the process of individualized expression 
is consequently of a kind that carries with it no further 
result; it is set in no antagonistic opposition to soEnething 
else* m a relation which evokes both collision and read ion; 

U is already in its character of unconstrainedness finished! 
and complete in itself. With such a type of situation we 
may associate those which are mainly to be regarded as a 
kiritl of play, in so far us at! that proceeds or is carried out 
in them indicates no real seriousness of purpose. For all 
earnestness in any kind of activity is generally the result of 
oppositions and contradictions, which drive on their wav to 
the final removal or victory of one side or the other. For 
this reason situations of this kind cannot themselves lie 
identified with actions, nor are they the stimulative impulse 

' ^ Stjianehruni is perhnpi tetEur, 

ifitrmfotlgliit, lt_t jdaUEily to C5WMl Conflict. 


FINE ART 


9 

of actions; they are indeed, in a certain aspect* of deter¬ 
minate character, but they are either circumstances of the 
most trivial significance, or a form of action which is with¬ 
out Am essentially serious object, which either is the result 
of conflicts, or is able to carry the action yet further into 
conflitls. 

(a) The first thing to arrest us in this process is the 
passage generally from the repose of the unfeatured situa¬ 
tion to a condition of emotion and expression this is 
asserted partly as purely mechanical motion, in part also as 
the first impulse and satisfaction of any internal want. Hie 
Egyptians, for example, represented the gods in their sculp- 
lure with closely locked limbs The Greeks, on the contrary, 
released both arms and legs, and endowed the bodily form 
with all that is appropriate to the advance and general 
variety of movement. Permanent repose, a seated attitude, 
a tranquil gaze, are all of them simple conditions under 
which the Greeks apprehended their gods; they are modes 
which unquestionably gave to the self-subsistcnl figure of 
Godhead a certain characterization, but one nevertheless 
which is not carried forward into other relations and opposi¬ 
tions, but rather remains enclosed within itself, and per¬ 
manently significant as such. Situations of this simple kind 
attach in a particular way to sculpture, and the ancients, 
above all others, were inexhaustible in discovering fit 
* subjects for such a condition of unconstrained freedom. In 
this respect they showed an extraordinary insight; for if is 
precisely through contrast with the insignificance of the 
particular situation that the majesty and sdf-subsistency of 
the ideal types of the Greek Pantheon were made to appear 
so striking. It was, in fact, through the harmlessness and 
insignificance of w hat appeared to be done or left undone 
that the blessed peaceful tranquillity and immutability of 
the immortal gods was brought most clearly to conscious¬ 
ness, The situation merely indicates the particular char¬ 
acter of eitlver god or hero in quite a general way, such as 
brings them into no relation with other gods, or at least into 
no relation suggestive of hostility or division. 

(d) It is a further step in the direction of mom defined 
situation, when we find in such any particular purpose 
already represented in it, an activity which stands in definite 
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rdiiiqn to something efttim], and the Edf-subsatcnt figure 
uself expressed as with hi the sphere of such purpose or 
activity Even objectification such us these, however, which 
have no real disturbing in Rue nee upon the tranquility and 
cheerful blessedness of the figures represented* ore rather to 
be regarded os particular modes of presentation incKknlal 
la this very quality of cheerful contentment The invention 
nt the G reeks was here, too, exceptionally thoughtful and 
fnutfuL It is essential to the unconstrainedness of such 
situations that the activity here presented should merely 
indicate an action in it§; initial stage in such a way that no 
further developments or oppositions are likely to proceed 
from it, hut that all that appears necessary to complete It 
should be found enclosed in the action depicted. 

As an illustration of this the situation of the Belvedere 
Apollo is seized at the moment when he moves forward in 
wrathful majesty after skying the Python with his arrow. A 
situation of this kind has not the grandiose simplicity of the 
earlier Greek sculpture, which asserts for our intelligence 
the repose and open clarity of the gods by means of ex¬ 
pressed actions of less sign hi can ce, lake the case of 
Aphrodite peacefully gating at herself while emerging from 
her bath in full possession of her charms; or of fauns and 
Hatyra at play, play that is wholly absorbed in itself; or of 
that famous satyr who dandled the young Bacchus In his 
amis, while he looks down upon him with infinite tender- ' 
,>tS5 an d grace; to say nothing of the endless variety of 
unconstrained activities in which Eros is depicted. Such 
are a few examples of this type of situation. If the action 
is of more concrete character we are confrontcd with a more 
involved situation, which* at least for the artistic present 
mint of the Greek gods as self-substantive powers, is less 
appropriate. In a case of this kind the pure universality of 
the individual god is less able to transpierce lhe accumulated 
detail of the particular action which he expresses. The 
Mercury of Pigalli, which is a present of Louts XV to the 
exposition of statuary in Saimotiri, is fastening on his 
winged sandals. This is a perfectly harmonious action, 
i he Mercury of I horwaldsen* on the contrary* is depicted 
under a situation which is almost too complicated for seulri- 
Urre. He listens attentively to the (lute of Mnrsyas, At the 
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same time he is craftily spying him to see how he may slay 
him while his hand grasps maliciously for the dagger he has 
concealed. In opposition to this, if wc may add one more 
illustjmtion from a more modern work of art, is that repre¬ 
sentation by Rudolf Schadow, of a maiden binding her 
sandJls in much the same simple manner as we find in the 
case of Mercury. In this example the naivety of the situa¬ 
tion does not contain the interest we experience when it is 
a god who exhibits such unconstrained action. When it is 
only a maiden who fastens her sandals or spins, there is 
little else to engage our attention but the simple action, 
which is by itself of little significance or importance. 

(y) We shall find further, if wc follow up the above train 
of thought, that the more closely defined situation can be 
treated more generally, as merely a more or less definite 
stimulus presenting the opportunity for further development 
of expressed action of wider range related to the primary 
subject with varying degrees of affinity. Many lyrical poems 
have what we may call an occasional situation of this kind. 
A particular mood or a certain atmosphere of emotion is a 
situation which can be arrested poetically for conscious¬ 
ness, and, furthermore, in particular relation to external 
circumstances, festivals, or public victories, is able to carry 
us forward to this or that artistic expression, either of more 
comprehensive or restricted range, and in every kind of 
' embodiment of feeling and idea. Pindar’s odes of victory 
are supreme examples of this type of occasional poetry. 
Goethe, too, has selected as the subject-matter of his muse 
many lyrical situations of a similar character; and, in fact, 
if we look closely into the matter, we shall hardly be wrong 
in calling his “ Werthcr ” a poem of occasion. It is through 
the medium of 44 Werther " that Goethe has elaborated the 
convulsions and anguish of his own heart, incorporated, in 
short, the facts of his own experience in a work of art. 
This, after all, is true of every lyrical poet; he gives poetical 
expression to that which nearly affects him, and thereby 
throws the windows of his heart open to the fresh air. That 
which has hitherto been sealed up within is released in the 
external object, from which our humanity has freed itself, 
just as we are the lighter for the rain of tears, in which the 
sorrow is wept away. So Goethe, as in fact he lias told us 
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himself, by his composition of Werther, liberated himself 
from the mastery and pressure of his heart troubles. At the 
same time we must point out that this last-mentioned situa¬ 
tion us not really appropriate to the type with which w€ are 
now dealing; it obviously presents the profoundest contra¬ 
diction in itself which calls for resolution. No doubt iff the 
kind of lyrical situation we have identified with “ the occa¬ 
sional ” we may have declared a circumstance objectively 
determined, in other words, an activity in close relation to 
the external world; but, on the other hand, we find the 
I>oetic temperament equally able to withdraw itself within 
the atmosphere it creates wholly free from its external 
environment, and to make that inward world which is the 
combined product of circumstance and emotion its true 
point of departure. 


(r) The Collision 

AH the situations to which we have hitherto directed 
attention are, as already observed, neither true actions in 
themselves nor indeed the stimulative source of such action. 
Their determination was to a greater or less degree the purely 
occasional circumstance or condition, or an action in itself 
of no significance, in which a substantive content was ex¬ 
pressed in such a way that its specific character appeared as 
a mere harmless play, in which nothing of a truly serious 
nature was implied. 1 he full seriousness and weighty import 
of a situation can only begin when we find in it the dement 
of disniption, where the determination itself exposes an 
essential aspect of difference, and by its opposition to some¬ 
thing else becomes the source of a collision. 

The collision arises, as we are now considering it, in an 
act of violation , which is unable to retain its character os 
such, but is compelled to find a new principle of unity; it 
is a change in the previously existent condition of harmony, 
a change which is still in process. The collision is, however, 
not an action , and is to be taken simply as stimulus to 
action to all that characterizes the situation. And this is 
true, although the contradiction in which the collision is 
enclosed may be the result of previous action. As an 
example of this we may cite the trilogies of the ancients. 


FINE ART 


373 


which carry forward the main theme by presenting at the 
close of one drama the collision which forms the stimula¬ 
tive impulse of the next, which, in its return, renders neces¬ 
sary Ae resolution which is carried out by the third. And, 
moreover, for this very reason that the collision always 
requires some resolution attendant on this conflict of 
opposing elements, the more a situation is full of it the 
more it is peculiarly adapted to the subject-matter of 
dramatic art, it being the especial claim of that art to 
present beauty in its completest and profoundest develop¬ 
ment Sculpture, on the contrary, is not wholly suited to 
give embodiment to any action, through which the great 
spiritual forces are manifested either in their division or 
reconciliation, and indeed the art of painting, despite its 
more extended spatial significance, is only able to objectify 
a single moment of action. 

These situations of tragic significance introduce a peculiar 
difficulty in dealing with them which is inherent in their 
very conception. For inasmuch as they obviously arise from 
violations of the w orld-condition they offer to our considera¬ 
tion circumstances which are unable to continue as they are, 
which render necessary something of a remedial nature to 
reclothe them. But the beauty of the Ideal consists pre¬ 
cisely in its undisturbed unity, repose, and consummation 
, with itself. The collision, on the other hand, disturbs this 
harmony of what is truly real and ethical, and drives this 
unity of the Ideal into discord and opposition. Through 
the representation of such disruption the Ideal itself suffers 
violation. The function of art will undoubtedly consist 
partly in preventing the entire destruction of free beauty in 
this difference, and partly in only carrying this breach of 
unity and the conflict it occasions to a point in which har¬ 
mony may again be recovered as the result of such a con¬ 
flict and its resolution, and in this way become manifest for 
the first time in its essential perfection. It is, however, im¬ 
possible to determine on a general principle the precise 
limit to which such discordance may be carried inasmuch 
as the several arts in this respect preserve their independent 
character. The medium of the subjective idea can support 
a far intenser disruption than that of the plastic arts.' In 
1 Such u painting and sculpture. 
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other words, poetry is quite within its right when it breaks 
up the unity of the world of the imagination even to the 
point of the extremest form of desperation, and in ^ts de¬ 
lineation of external objects to that of absolute ugliness. In 
the case of the plastic arts, on the contrary, in painting, that 
is to say, and even more so in sculpture, the external form 
remains in unalterable fixity; it can neither be removed nor 
lightly passed over in such a way that it again disappears. 
Under such conditions it would be a serious defect to repre¬ 
sent once and for all an ugliness, which could not possibly 
be transmuted. Consequently all that would be quite com¬ 
patible in dramatic poetry, which is able to represent a 
momentary appearance that again vanishes, is not within 
the province of the plastic arts. 

In discussing the more obvious types of collision we can 
only in this portion of our inquiry indicate the most general 
points of view. We would particularly draw attention to 
three fundamental aspects under which they may be co¬ 
ordinated. 

Hnt, there are those collisions which proceed from 
purely natural^ that is to say, physical conditions, in so far 
as these are characterized with qualities which arc negative 
or evil and consequently discordant. 

Seomdfy, we have collisions which are of a spiritual 
nature, but which depend on natural conditions, con- * 
dilions which may in themselves have a positive' character 
yet for the spirit contain within themselves the seeds of 
difference and contradiction. 

Thirdly *, there arc divisions which are caused entirely by 
disruption in the Spirit alone; to these alone we are justified 
in attaching the peculiar interest of contradiction which is 
bound up with genuine human activity. 

(a) Now with reference to the first type of conflicting 
forces—for the reason that here it is only external Nature, 
through the maladies and other evils and infirmities which 
arc incidental to her creating, conditions which destroy the 
pre-existent harmony of life, replacing such with a state of 
antagonism—such can at most merely serve as a stimulus for 

1 Ify positive be means that in themselves they are not actually dis¬ 
cordant or negative but only render such discordance possible in their 
relation to mirit. 
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something outside them. Regarded wholly by themselves 
such collisions are of no interest; they are Ehe subject-matter 
of ar^ simply for the sake of the disruption which may follow 
as a tonsequtnee of some natural misfortune. The H Alcestis Ir 
of Euripides we may add, too, that of Gluck* the subject of 
whose opera is practically the same, are examples of this; in 
both the sickness of Ad met us is necessarily presupposed. 
That sickness merely by itself could not filly supply a sub¬ 
ject for artistic treatment. It only becomes, even in the 
I kindling of Euripides, associated with it by virtue of the 
individual characters, who, on account of such misfortune, 
are compelled to face a further collision. Jt is the word of 
the oracle that Admelus must die unless another w ill jxiss to 
the underworld for his sake. AlcestLs, out of love for her 
husband, devotes herself to such a sacrifice, resolves to die T 
in order to restrain Death from touching her beloved* the 
father of her children, the king. In the Rhiloctetes of 
Sophocles a physical malady is also die cause of the col¬ 
lision, Here the Greeks during their voyage to Troy place 
the man who is suffering from a wounded foot, caused by 
the serpent's bite in Chrysas* on the island of Lemnos. In 
this case, too, the physical mishap is merely the extreme 
meeting point and incentive of a further collision. For, 
according to the prophecy* Troy can only fall when the 
* arrows of Hercules are in the hands of the storming army. 
Philoc teles refuses to give them up because he has been 
compelled fur nine years to suffer tile martyrdom of his 
banishment. This Tcfusal, no less than the fact of his un¬ 
righteous desertion from which It springs* could have been 
followed by every variety of result other than that which 
took place; the real interest accordingly does not centre in 
the malady and its physical necessity, but in the opposition 
which arises from the refusal of Fhilocletes to surrender the 
arrows. Thu case of the plague in the Greek camp before 
Troy is very similar; although this is already represented 
entirely as the consequence of former transgress on, a* a 
punishment, in short, a mode of statement more adapted to 
epic than dramatic poetry, nevertheless it is closely associ¬ 
ated with evils incidental to natural misfortune such as 
storm, shipwreck, and drought. As a rule, however* an will 
not represent such mischance as mere accident* but rathe? 
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as an obstruction and misfortune whose necessity simply 
consists in assuming precisely this particular form rather 
than another. _ 

0?) But, to turn now to our second type of the collision, 
inasmuch as the external powers of Nature arc no* that 
which is most essential to the interests and contradictions 
of human life, in cases where they arc found closely associ¬ 
ated with such spiritual relations, they will present them¬ 
selves merely as the ground from which the collision breaks 
forth in its true character. This is the point of view from 
which we must regard all situations, where we trace the 
original source of conflict in the facts of natural birth. We 
will shortly distinguish between three particular cases of 
this. 

( aa) In the first place we have the right that is bound up 
with natural condition, that which constitutes relationship 
and inheritance for example, which for the very reason that 
it stands in close connection with Nature carries with it a 
number of relations that are bound up with her, and this 
though the right, the fact is one and only one. The most 
important example of this is the right of succession to the 
throne. It is important to observe that this right must not 
as yet, in relation to the collisions which spring from it, be 
absolutely fixed by rule, otherwise the resultant conflict will 
be of quite another character. If, that is to say, the right of • 
succession is not as yet entirely controlled by legislation and 
the social order which it implies, no wrong will necessarily 
attach to any one of the alternatives, namely, whether it be 
an older or younger brother, or any other relative of the 
royal household who obtains the sovereignty. But inasmuch 
as sovereignty is a qualitative rather than a quantitative pos¬ 
session, which cannot like gold and other material goods be 
divided up according to a just principle, dispute and con¬ 
tention is inevitably the result of such a form of succession. 
When CEdipus, for example, leaves the throne of Thebes 
without a ruler, he leaves his two sons confronting each 
other with a right and claim of equal strength. The brothers 
arrange to occupy the throne alternately from year to year. 
Eteocles, however, breaks the compact and I’olynices brings 
an army against Thebes to enforce his right. 'Phe antagonism 
of brothers has always been in the history of art a fruitful 
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source of collision; il commences indeed with the story of 
Cain who slew his brother Abel. In the tale of Shah-Rameh, 
the earliest example we have of a Persian book of heroic 
legcnS, it is a contention of throne succession which is the 
source of the most varied conflicts. In this Feridu divided 
the ^arth among his three brothers. Seim receives as his 
portion Rum and Chawer; Turan and Osin are given to 
Thur, and Fredysh becomes lord of the Earth from Iran. 
All three, however, claim the land which belongs to his 
brothers, and endless quarrels and wars are the result. In 
the Middle Ages we find just the same countless examples 
of family and dynastic broils. Such dissensions, however, 
appear in themselves to be due to accidental circumstance. 
It is not necessary that brothers should be at enmity; par¬ 
ticular circumstances and more important causes must be 
attached, such as the in itself tragic birth of the sons of 
(Edipus, or, as we find in “the Bride of Messina," the 
author is at pains to shift the quarrel of the brothers on to 
still more fateful circumstances. In Shakespeare's “Macbeth" 
a similar collision is the foundation of the tragic denoue¬ 
ment. Duncan is king and Macbeth, as his nearest and 
oldest relation, is consequently heir to the throne with a 
right precedent even to Duncan's sons. The primary in¬ 
centive of Macbeth's crime is the wrong which the king has 
% done him in naming his own son as heir to the throne. 
This justification of Macbeth, which is supported by the 
chronicles of the time, Shakespeare has entirely passed 
over, because it was solely his object to bring into startling 
relief the repulsive aspect of Macbeth’s ambitious passion, 
in order thereby to make his work agreeable to King James, 
who would be naturally interested in finding the crime of 
Macbeth depicted without extenuating circumstances. As a 
consequence we can find no sufficient reason why, under 
Shakespeare’s handling of the subject, Macbeth fails to mur¬ 
der the sons of Duncan no less than their father, lets them 
escape in fact; nor can we understand why they are wholly 
overlooked by the nobles. However, the entire collision 
upon which the drama of Macbeth turns carries us beyond 
the particular type which we are now mainly considering. 
(flfi) In the JMMMfof our examples in the type of collision ' 

> Thai u, wltetc a collision depend* upon natural cause*. 
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we are now* discussing we find the reverse situation to lhat 
just discussed, and it consists in this that difference of birth, 
which carries within itself a aww& is moreover, through 
ethical custom or £sm % held within the chains of an insuperable 
ktrritr, so that it receives at the same time the appearance 
of an innate wrong, and consequently is the cause of col¬ 
lisions. Slavery, serfdom, differences of caste, the position 
of jews in many states and, with certain quaJifieatinnSt even 
the contrast between an aristocraticnl and citizen class are 
all of them cases for consideration under this head. The 
conflict here consists in this, that on the one hand humanity 
has rights, relations, desires, aims and requirements which 
belong to it essentially in virtue of its fundamental idea, 
which nevertheless in each one of the above mentioned 
examples meet with dangerous restriction and obstruction 
owing to the compulsive necessity of natural birth. Oft 
this type of collision we have the following remarks to 
Offer. 

The differences which obtain between classes, such as the 
ruled and the rulers, nine, no doubt, essential to the notion 
of state-life, and are founded on reason, for they arc caused 
by the inevitable articulation of the organic community, and 
assert themselves as such through the specific forms ni 
occupation, disposition, modes of life, and general levels of 
education in all their branches. It is another matter, how- , 
ever, when these differences as they affect individuals are 
determined absolutely by the accident of birth, so that the 
individual man from the very start is not on account of arty 
quality in himself, but solely through the accident of Nature, 
irrevocably relegated to a particular class or caste. In such 
a case it is obvious these differences appear as innate and 
are, moreover, though purely external, girt with force in its 
highest and most aggressive mode. We are not bound to 
ask ourselves how this fixity and compulsive restraint eaniu 
ongi nally in to exist c nee. For the nation may origi nally have 
been united, and the natural distinction between freeman 
and serf been only evolved at a later time, or the difference 
between castes, classes* and privileged persons may have 
grown out of earlier distinctions of nations and races, as 
many are inclined to think is the explanation of the caste 
distinctions of India, All this Is a matter of no moment to 
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SiB* La aftK same time no individual should be 
wholly robbed of ids right io determine as his choice may 
direct to which particular class he shall belong. Natural 
capacity, talents, adaptability, and education are the only 
rtidit means ic direct the way and decide in this respect 
When, however, the right of choice is debarred from birth 
onwards and a man is made thereby dependent on Nature 
and its contingency, them is alwap the possibility of conflict 
within the sphere of this necessity between the states thus 
enforced on the individual by natural conditions and the 
measure of spiritual education which he may acquire and 
the higher demand which It may justly make. This is a 
pathetic and unfortunate type of collision which hns its 
source in an essential wrong which she freedom ol art is 
quite unable to respect. In the social condition of our own 
days distinctions of class, with a few except ions, are not 
determined by birth. The ruling dynasty and the peerage 
are the only exceptions, and these depend on a lugiLcr con¬ 
ception of the State altogether, l or the rest, the mere fact 
of birth creates no essential distinction that can, ultimately 
determine the class to which a man may belong if he m 
Otherwise competent to join iL For this reason, however, 
we must condition the demand for entire liberty of choio? 
with the requirement that in education, knowledge, ability, 
and general tastes the individual is equal to the JjptkolJJf 
sdciuiy with which he may desire to associate. If, on the 
contrary, the fact of a man s birth presents on insuperable 
obstacle to such claims, which he would otherwise be quite 
competent to satisfy by virtue of his own vigorous activity, 
then such a situation must appear to us not merely a mis¬ 
fortune, but essentially a wrong under which ho is com¬ 
pelled to suffer injury. He k thus separated by a purely 

. . ■ ■._11 r,, , ,.n 1 1 (t> it nil i-,T that IS to 



natural partition wall which is essentially unjust, that is to 
say, one beyond which his talents, sentiments, and general 


was competent to teacn, ami a , , 

, 7 hose legalired fixity has been determined wholly by capnet 
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presumes to oppose insuperable barriers to the freedom 
nghtly demanded by a]I spiritual life 

J o examine more closely the nature of this type of cob 
] is ion we shall do well to look at it from three different 
points of view, each of which are of essential importance. 

In theyfrr/ place, it is necessary that the individual shjmid, 
m the strength of his own spiritual resources, already really 
havx- passed beyond the natural barriers whose opposition 
S IVe w *y before his aims and desires, otherwise the 
demand is simply an act of folly. If, for example,* domestic 
servant* whose education and ability is merely that of a 
menial, falls in love with a princess or a lady of high society, 
ur, inversely, csihcr of these with him, such a love affair is 
both absurd and devoid of all taste, and this is so even if 
the artistic representation of this passion display all the 
depth and interest of which an ardent heart is capable. In 
such a ease it is not so much the difference of birth which 
creates the obstacle; this is rather to be found in the entire 
content of interests* education, aims of life, requirements, 
and mode of sentiment which distinguish in status, material 
resources, and social qualifications a lady in high position 
from a domestic servant. If love is, as in the case assumed, 
riii; one and only bond of a union, and is associated with 
noth mg else throughout the entire sphere of all that men 
and women have to live through in just accordance with 
that Which a particular status requires from their intelligence 
and experience, it must necessarily remain devoid of com 
tent and 15 simply a union of the senses, Lo ve, to be wholly 
complete* is nothing less than a real harmony of the entire 
conscious life, in which the full nobility of sentiment can be 
shared and appreciated, 

I he stceud case kc wish to examine is that in which the 
dependence of birth surrounds an essentially free human 
hie an<l the objects it may rightly set before itself with 
legated fetters of obstruction This collision aka presents 
an dement unadapted for artistic treatment, opposed, that 
is to say, to the notion of the Ideal, despite its love to make 

if ° f " “ d *i'h which b may attempt to dose, 

ll distinction. Of birth through |tositivq Jaws and the powers 
V. hicb support them create a persistent wrong, as doubtless 
rna > « case where a man is born an outcast or a few, 
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he obviously, from 0110 point of view, is entirety right in 
holding with all the strength of bis inward life* which rebels 
before such a hairier, that the same is dissolvable, that he, 
in Fact, recognizes his individuality as apart from it To 
oppose such restraint appears to be wholly justifiable. But 
in fcr it becomes impossible through the force of 
existing circumstances to overcome such a barrier,, which is 
consequently converted into an irrevocable necessity, a 
situation of this kind can only be regarded as a misfortune 
which itself U not without an element of falsity. For the 
rational man is inevitably forced, in so far as he is unable 
to subjugate the opposing necessity, to submit to the same: 
it is not in reason to continue to fight against the inevitable, 
but father quietly to let it pass over him. He must, in fact, 
abandon the sense of interest in and need of that which is, 
by virtue of this barrier, swept from his reach, and suffer 
what he fails to overcome with the quiet courage of passive 
endurance. Where a struggle is of no avail it is the part of 
wisdom to be quit of it in order at the least to retire into 
the fortnai independence of personal liberty. By doing so 
the forces of wrong have no longer power over him; if, on 
the contrary, lie battles against them he must necessarily 
experience his dependence in its fullest extent. At the 
same time it remains unquestionable that neither this ab¬ 
straction of formal independence any more than that con- 
tent which can lead to no result arc truly beautiful when 
artistically considered, 

There is a third type of collision which, while being 
immediately connected with that we have just considered, 
is equally removed from the genuine Ideal* It is to be 
found affecting that class of persons who attempt to assert 
some privilege which the mere fact of birth concedes them 
and supports w ith the full weight of a religious title, positive 
enactments, and the prevailing conditions of society. In 
such a case, it is true, we have an independent position in 
harmonious relation with what is externally realized in 
positive institutions, but when considered as the mere con¬ 
sistency of that which is in itself unjust and irrational it is 
quite as much as in our former example a purely formal in¬ 
dependence, and the notion of the Ideal disappears. Y\ e 
may, no doubt, very possibly persuade ourselves that the 
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Ideal is retained because we hive here an appearance as 
though the personal life is in full union with the universal 
and its legalized constitution, remaining consistent!y in Mich 
tutity; but it will be observed that here the universal does 
not assert its dominating power in the parttatfer ptrii^, as 
we found the heroic Ideal demanded* but only in find 
through the public authority of positive laws and their ad¬ 
ministration; moreover, what the individual here asserts is 
assumed to be essentially wrong, and he loses in consequence 
the substantive significance which we have seen to be also 
essential to the Ideal, An affair in which the Ideal subject 
of art is concerned must itself be at bottom true and justi¬ 
fiable, To this type belong the legalized lordship exercised 
over slaves or serfs, the right to rob a foreigner of his liberty, 
or to sacrifice the same to the gods- No doubt it is quite 
possible that such a right may be sustained by individuals 
with unquestioning belief that they are justified in so doing, 
as in India, few exam pie, the higher castes make use of their 
privileges, or as Thaos ordered the sacrifice of Orestes, or 
in Russia the lords are wont to (lout their surfs. In fact, 
those who are in authority arc very likely to execute stud) 
rights iw legalized rights on account of the interest they may 
have in preserving them. But in a case of this kind their 
right will be merely the unrighteous right of the barbarian, 
and they must themselves appear to us in the category of 
kubarlaris, at least, who resolve to cany out and perfect 
what is essentially injustice. The legalized form, under 
which the individual shelters himself, is, for tbe time to 
which it belongs, and its spirit and the educational standard 
adapted to it, no doubt to be respected and justified. But 
if we reflect upon it rationally and apart from that, it is 
wholly positive, 1 containing no intrinsic claims or authority, 
Moreover, if the individual makes use of his privileges for 
purely personal objects, under the mastery of particular 
passions and the aims of mere Selfishness, in addition to 
our barbarian we get a bad character to boot 

Fonts have frequently sought to arouse our pity, and it 
may be our fear as welt, through the presentation of conflicts 
of this kind, following the rule of Aristotle, who lays it 

* Positive, iM k retails id a paitiatlar ctmcrcte coctliUoa. 
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down that fear and compassion are “ f r '™?ce 

Strictlv spefiifru; experience neither fear nor reverence 

then confronted with rights which only e»sj »n™g *»• 
barkins and are the misfortune of uncivilized time*. Arty 
con", which each situations are likdy .0 >m-i» 
alrftost immediately converted into a spirit of wl«g 
hostility. 'Hie only true artistic dfnM**unt of such a con¬ 
flict is^onc where wu find such illegitimate f^ls are not 
curried into execution, as, for example, 
no, Orestes wire respectively sacrificed in Aubs and launs, 
fyy) The third and last class of that tfp of 
which is based on purely natural condition is that which is 
due to personal passion caused by natural pecuhanues of 
temperament and character. The jealousy of Othello is a 
supreme example of this. A mbi li on, avarice, nay, even lov e 

5S in ccrtS «**% M ***£** 

Collision of this kind is only properly referred tojudi 
passions in so far as individuals, stored and douunatedc,^ 
Idusivelv bv the power of such emotions, are thereby forced 

Lo onltmoism With the truly «U<*1 eoratiiutmu ,md >n- 

herenlly justifiable course of human existence, arid cunse 
cniently are plunged into a still more serious conflict. 

’ This carries our inquiry into the consideration of that 
third subdivision of our original classification of pnual 
types of collision, the type of which is based exclussvely 
nnon the conflict of spiritual forces, m so far as such opposi¬ 
tion is the result of human activity. 

( Y ) We have already observed when doling with purely 
mStl collisions that they only form the sUrting-pomt as it 
were for further stares of contradiction. And the same 
more or less true of the second type of conflict already ad- 
verted to. All these, in artistic compositions of really pro 
found significance, are unable to remain m such forms ot 
opposition as we have hitherto discussed. Such disturbances 
and conflicting elements merely substantiate the opportune 
moment, out of which the true and essential force* of 
spiritual life will clash together in opposition and contend 
for the mastery. That which is spiritual am only be set m 
activity by virtue of spirit. Consequently the oppositions of 
Spirit can only win reality in actual human deed, can only 
thus, manifest themselves in their true character. 
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I be potation ivu have arrived at, then, is this. U r e have on 
°, ne "f rUl a difficulty, an obstacle, a violation effected 
through something human lire has carried out in action, U~e 
have on the other a violation of interests and force! in* 
jnnsically just and right By treating these two forms of tk- 
termination in dose juxtaposition we, for the first time; are 
ah e to gauge the full depth of this last type of collision. 

, - l distinguish between the prominent examples 
™ «*- E be consideration of ibis class of cases as 

.(“*0 ln from the sphere or that type or conflict 

w uch we jiavc pointed out rests for its primary basts on 
what is entirely due to Nature we observe that the first class 
oi cases which confronts us on crossing the hour dan to the 
conscdemiion of a new type is closely related to that we have 
just left behind us. If, then, human action is assumed to be 
responsible for the collision, it will follow that what is ear¬ 
ned out as natural through human action, that Es to say in 

this ' S fi0t ™ dreI >’ will consist in 

th s that a particular action 15 performed uneomtimahy and 

without purpose, which will be found afterwards to be a 
positive infraction of the forces of self-respecting and civil- 
lied society. The consciousness which any man latterly 
acquires of the injurious nature of an action, of which hi 
was previously unaware, will drive him who still accepts the 
riiiponsibility of such an action into division and conEicu 
tin ground of such a conflict, in fact, consists in the ot> 
position with which the mind is confronted between thS 
which was actually before it afift* the action twk //art, and 
the subsequent discovery of all that was really im/tied in the 
act itself. The cases of Oedipus and Aja* 4 afonce ^I 
gevt themselves as examples. The action of OedjW If 
viewed simply with reference to his will and knowledge 

ITTa^ r%t 10 thc f “ l that hs killed a perfect strung 
in a quarrel The unconscious act was the reality in its full 

^mficanee, that is to say, the murder of his own father 
Ajax, m a fit of frenay, slaughtered the cattle of the Greeks 
believing them to be the Greek chieftains. On regaiibn, 
his senses and discovering what he really did hi- i^st izerf 

& sen l r fsh Ti ! * llich dri '“ h ™ 

himself. U t must, however, observe that what has been 
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unconsciously violated by a man in the type of collision we 
arc now examining ought to be something which he himsell, 
when fully in a position to judge, would both honour and 
revete. If such a reverential attitude has its roots merely in 
pcr^>nal idiosyncrasy or superstition, such a collision can 
arouse, to say the least, no really profound interest. 

(tf/3) Further, inasmuch as in the cases we arc now dis¬ 
cussing the conflict arises from a spiritual violation of 
spiritual forces through human action, the collision more 
generally appropriate to the type will consist in a violation 
which is perpetrated with full consciousness proceeding out 
of sudi and the intention it implies. The point of departure 
here may centre again in passion, violence, folly, and other 
similar qualities. The Trojan war, for example, originates in 
the rape of Helen. Agamemnon afterwards sacrifices Iphi- 
genia, and so violates the feelings of her mother, sla)ing 
thus the darling of her womb. Clytemnestra, in conse¬ 
quence, murders her spouse. Orestes avenges the murder 
of his father and king by assassinating his mother. In a 
simitar way in " Hamlet” the father is sent to his grave by 
a stratagem, and the mother of Hamlet insults the manes 
of the dead man by a precipitate marriage with his mur- 

In the case of these collisions as in those already con¬ 
sidered, the main point is this, that humanity is engaged in 
a self-imjKJsed conflict with what is intrinsically moral, true, 
and worthy of reverence. If this is not so, then, for all who 
are really conscious of what is moral and right, such a con¬ 
flict can only appear without worth or material significance, 
as is the case, for example, in the famous episode of the 
Malta-Bharata, with reference to Nalas and Damayanti. 
King Nalas marries the princess Damayanti, who is allowed 
the privilege of making a free choice among her sisters. All 
the other suitors arc genii floating in the air; Nalas stands 
on the Earth alone as a man, and she has the good sense to 
select him. The genii are consequently much enraged, and 
watch for the moment when they may find King Nalas trip¬ 
ping. For many years they can bring to his charge no 
offence, as he is capable of none. At last, however, they ob¬ 
tain power over him, for he commits a great crime; the crime 
is this, namely, that after making water, he treads with his 
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foot upon the earth thus watered. According- to Indian 
tdtas tins is a severe oflence which cannot escape punish- 
meni. From that moment the genii have him in their power: 
one renders alJ his amatory desires abortive, another elites 
, ^ot.icr against him, and finally poor Nahu, dfter forfeit- 
mg his throne and being reduced to beggary, is driven forth 
a wanderer in wretchedness with Damayanti At length he 
is even compelled to part with her, until, as the tale will have 
it, niter many adventures, he is once more set on the throne 
oi his original happiness* The real conflict upon which for 
the Indians of old days the whole of this story was sup* 
ported was an essential desecration of a sacred thing' ac¬ 
cording to our notions the tale Is absurd from beginning 
lo endL & 


J™) T hr ^ 11 l5 . not lhai the disruption 

should be direct, or, m other words, that the action taken 
solely by itself should be an act of collision; the fact of 
collision may well api>ear out of relations and circumstances 
ot opposition and antagonism which are forced upon the 
mm<J during the process of that action's execution. Juliet 

“ Kq "'™ “T m bve wiEb ™ e anoth er fn the mere fact 
oJ their love there is nothing to suggest disunion. But they 
are aware that their families are living in mutual hate and 
hostility, that their parents will never consent to the mar¬ 
riage, and they arc carried into collision by virtue of this 
preassu rneu sit nation of antagonistic forces. 

We must content ourselves here with these very general 
remarks upon the relation which the determinate situation 
occupies lit its opposition to the universal world condition 
Here w c to extend our Inquiry into all the divergent aspects 
modifications, and nuances of the subject, attempting thereby 
to express an opinion upon every possible form of situation 
this chapter would alone present us with sufficient matter 
ior discussions of endless prolixity and ditfuseness, The dis¬ 
covery ofdtfferen l situations implies a content of exhaust Jess 
possibilities; and in every particular example the essential 
question involved is how such may be adapted to the treat 
ment of any specific art, in true subordination to the nrin* 
oples and character of such an art. To the fairy story much 
isi permmed which is forbidden to a more stringent mode of 
artistic representation. And we may say that generally the 
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discovEry 1 of thy situation is a critical point in the protest 
of art-production which often presents great difficulty to 
artists/ In our own days the difficulty of obtain Eng a suitable 
subject-matter a$ a source for the circumstances and situa¬ 
tions which the artist requires is a common complaint. At 
first si^ht it may appear to us more in keeping with our no¬ 
tion of poet tf he borrow from his own resources* and in¬ 
vent situations himself; but such independence does little 
to increase his claims as a creative artist. For the situation 
docs not directly constitute the spirituality of his work nor 
indeed give us its true artistic form: all that it docs is to 
supply the external material in which as its appropriate 
medium a character or temperament ia unfolded before us. 
It is only after working into this external material in which 
actions and character* find their starting-point that the true 
genius of the artist is actively displayed. The poet conse^ 
fluently has little or no claim to our thanks for merely 
having himself invented this least of all poetical aspects of 
his production. He is, in fact, fully entitled to draw as much 
and as frequently as he pleases from anything that comes To 
his hand, whether it he history, saga, myth os, or chronicle, 
nay, even from material and situations which have already 
been artistically treated, just as we find in the art of paint¬ 
ing the externa! matter of the situation is borrowed from 
kgends of saints, and the process has been repeated on 
similar lines over and over again. To discover the real 
artistic significance of such artistic work we must penetrate 
far beyond the mere invention of particular situations. The 
same remarks will apply in full force to the entire wealth of 
th e circumstance* and developments artistically handled. In 
reference to this it is frequently claimed as a virtue of mod¬ 
em art in contrast with that of the ancients that we find in 
it an infinitely more exuberant imagination. As a matter of 
fact, we do find in the artistic creations of the Middle Ages 
and our modem world the most extraordinary variety and 
interfusion of situations, events, and occurrences* whether 
tragic or otherwise. This fulness of detail, however, does 
not take us far. In spite of it all we have very few drums 
or epics of the first excellence. For the main point is not 

i Perhaps Erf*dxn$ WOuW here he teller Ipmaliltti will) “Mnvcn- 

iiun," Both prooe*K£ sic involved in tht went. 
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the external course and interchange of a variety of events, 
when we find such events and histories merely complete the 
entire content of our work of art; rather it is the ethical and 
spiritual form which embodies them, and the m.isftrful 
movements of temperament and character which arc ex¬ 
posed and unveiled during the entire process of this arfistic 
embodiment 

Glancing now at the main position wc have arrived at, 
and from which our inquiry will proceed, we have found 
that circumstances, conditions, and relations* whether deter¬ 
mined with a reference to the external world or the subject¬ 
ive consciousness, only create the situation by vhtuc or the 
Umptramtni or passion which experiences them and derives 
its nutriment through them. We have further seen that the 
situation breaks up this determinate form in opposition, 
obstruction, development, and disruption, so that the 
tio*d life feels ilsetf compelled by the forte of the affecting 
circumstances to rtad with tnergy against this disturbing 
and restraining influence, which stands in the way of its 
objects and passions. Jt is here, in truth, that the action, 
strictly speaking, commences, when, that is to say, the con¬ 
tradiction has fully asserted itself, which was already implied 
in the fully defined situation. Inasmuch as, however, the 
action which is based on this collision disturbs the unity of 
that which is opposed to it, it calls into being by its an* 
tag on ism the opposing force of that which it confronts, and 
consequently the (utum is immediately associated with (lie 
rvat'iiifn. ^ ith this analysis of the forces rendered necessary 
by dramatic action, we have at length arrived at the notion 
cf the Ideal as a fully defined process. For we are here 
presented with two distinct spheres of interest, both of 
which have been rent, as it were, from the harmony they 
originally possessed, and confront each other in conflict. 
Such, by the contradiction which is involved in them, make 
a nwlutio* of the discord necessary. This movement, re¬ 
garded as a homogeneous whole, belongs no more to the 
province of the mere situation and its conflicts; we are 
carried now into that portion of otir inquiry to which we 
have already given the name of the genuine action. 
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3. The Action 

In thii development of the subject under consideration, 
the Immediately follows after the universal s wprfd- 

tonJiiian and the particular situation. In considering the 
action in its external relation to that portion of our inquiry 
wc have jftt concluded it will be well to bear in mind the 
result we arrived at, that it presupposes circumstances which 
necessitate collisions, action, and reaction. It is impossible 
to determine at what point in the circumstances thus pro 
supposed the action will dtgi*- For that which in one 
aspect will appear as commencement will very possibly 
present itself in another as the result of earlier develop¬ 
ments, and to that extent will postpone the real starting- 
point. And in like manner this, too, we may regard as a fact 
resulting from former collisions. To lake an example; in the 
house of Agamemnon Iphigenia in Taints expiates the 
guilt and misfortune of her family. The commencement 
here of this deliverance on the part of Iphigenta is the fact 
that Diana carries her to Tauris. This circumstance is, 
however, merely the result of earlier stages of the story, 
such as the sacrifice in Aulis* which is again conditioned by 
the injury done to Menclaus in the rapt of Helen by Paris, 
and so on, ever backward, until we come to the famous egg 
of Leda. In the same way the events which arc the subject- 
matter of the Iphigenia in Tauris presuppose the murder of 
Agamemnon, and all the crimes associated with the house 
of Tantalus. An analysis of much the same character might 
be applied to the Theban drek of mythos. If an action is 
to be represented with all the facts that condition it, poetry 
is the only real art that can attempt this. Such a complete 
exposition of historical fact has already become, as a certain 
proverb reminds us, rather a wearisome business; it U T in 
fact, more within the province of simple prose, and, m con¬ 
trast with such completeness, poetry will rather consider 
its true function to be that of taking its audience at once 
into the heart of tile matter. There is a further import¬ 
ant reason why it should not be to the interest of art to 
make its commencement from that point where we find the 
action under consideration is in die first instance externally 
conditioned, and it is this: such a point of departure is, 
i tr 
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after all, only related to the process regarded as natural 
or historical fact 1 The association of the action with this 
commencement merely concerns the empirical unity of its 
appearance; it may, however, in itself be of 310 signifi&rice 
at all to the real content of the action. This external unity 
of historical sequence remains Just as it was, however it 
may chance that one particular person is affected by the 
involved threads of a lining series of fact. No doubt the 
entirety of the Facts of life, its actions and fatalities, tends 
to make the individual what be is; but for all that his true 
nature, the real core of his thoughts and capacities, is 
manifested in one great situation and action independently 
of them. It is the progress of these which reveals to us 
really what a character is made of, a character which pre¬ 
viously to their occurrence had been known merely in a 
nominal way, that is the name of one mote fact among the 
external facts of experience. 

We must therefore not look for the commencement of 
the action in that emfirritgl source of it; we must rather 
centre the attention upon those circumstances which have 
taken a hold upon the particular nature w;Eh which we are 
dealing, and created or satisfied its needs; we must, in 
fact, reveal the particular collision in whose conflict and 
resolution the action in question consists. Homer, for 
example, in the “ Iliad/ 1 makes a start at once with the par¬ 
ticular fact on which his entire epic is founded, that is to 
say, with the wrath of Achilles. He tdls us nothing of 
earlier history of the life of Achilles, but emphasizes, at once 
the critical collision, and, moreover, does it in a way which 
unfolds a background of the greatest interest to his picture. 

The representation, then, of the action as a process com¬ 
plete in itself, in which action, reaction, and resolution are 
constituent elements, is, above all, the function of the poetic 
art; ail the other arts can at most only seize upon and 
secure in ihuir presen tat ion one moment of this process. It 
is quite true that if we direct our attention to that aspect of 
the medium they employ which is richest, they may appear 
to have an advantage over poetry; in painting especially 1 we 

i Auj dm n,Uarli<km <muertk&n ■ tWfaitf. 

1 must he ifliptkdi for it Can only be teamed! with qmtilJcation 
of sculpture and It l> noL iru? ■-( miliic. 
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find control asserted not merely over the entire external 
form* but also over the expression of external demeanour 
and ^the play of such relatively to other objects grouped 
around it, Such a means of expression* however* cannot 
compare as an interpreter of truth with human speech. The 
action itself is the clearest means of unfolding to us indh 
vidua] character* whether we view it relatively to the entire 
emotional life ' or the objects of mind. AH that a man is at 
the very root of his nature is first revealed to us through 
his acts; and action, for the reason that it is an expression 
of spirit, finds its ultimate expression as such most clearly 
and concisely in speech alone. IVlicn we speak in general 
terms of human action we are apt to figure 10 ourselves an 
incalculable variety of mode. For Art* however, the sphere 
of action suitable to artistic representation is, generally 
speaking, limited- Her province is wholly restricted to the 
type of action which is conformable to the necessary con¬ 
figuration of the Idea. 

There are three points of essential importance necessary 
to grasp in Connection with such action as is capable of 
artistic representation, and which we may emphasize as 
follows. Thu situation and the resulting conflict is that 
which generally stimulates it; the active movement, how¬ 
ever* taken by itself, the element of difference* that is to say, 
of the Ideal in its activity, Is made apparent first by virtue 
of the reaction. This movement may be resolved into the 
following component features: 

fifeit we have the universal 1 /arm, which constitute the 
essential content and object, for the sake of which the 
action Lakes place. 

St&nfy, we have the rmlu&twn 3 of these forces in the 
ind(Hidtin Is who act- 

Thirdly % the two aspects above mentioned have to unite 
themselves in that which, in default of any better generic 
term, we will here call character, 

'■ In bttnf J titur Btiinttung. Eeiimimg Mig£«U, rto doubt* iopte- 
thiny more of mind, ifom Grmtilk. It is Ike entire contenl of wtf- 
can 5 cion 5 Eies.i on its KtUllOOi dde* 

* Die allgtw&Mm Ntxhti. This phrut u espbuned lu ibo para^ph 
which fallow*, 

J Ok BefkMipaeg, The actual icntion would be a tatter word perhaps, 
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(a) The Universal Farces of Action 

fa) However much we have final Ey arrived in our con¬ 
sideration of the action at a point where the definitiqp and 
differentiation of the Ideal is of the first importance, never¬ 
theless the very notion of art renders it necessary that in 
the sphere of true beauty, be the aspect of it whatsoever it 
may, it must still have upon it the stamp of the Ideal; it 
cannot, that is to say, maintain itself without rationality and 
the justification it implies. Interests of an ideal character 
must inevitably be in conflict with another, so that might is 
opposed to might These interests are, in fact, the eternal 
and universal forces of spiritual existence, the essential 
cravings of the human heart, the spontaneous and inevitable 
objects of human action, justifiable and rational, in virtue of 
their own character, and consequently the very universal 
powers to which we have referred. They are indeed not the 
absolute: Divine itself, but rather the sons of the one abso* 
lute Idea, 1 and consequently dominant and valid. They are 
the children of the one universal truth, albeit only deter¬ 
minate, particular moments of the same. Through their 
very distinction, it Is true, they can fall into contradiction 
or disunion, yet despite all the element of di(Terence con¬ 
tained, they must possess the original essentiality within 
them in order to appear as the determinate Ideal. Such are 
the supreme motive forces of art- They arc the eternal 3 re- * 
ligions and ethical modes of relationship, status, personal 
character/ and in the world of romance, before everything 
else, honour and love. In the particular grade of their 
significance these powers differ, but all are essentially the 
product of reason. At the same time it is these powers in 
the human heart and mind, which man, by virtue of his 
humanity, is bound to recognize, to give free play to, and 

i It may surprise some readers in stfch a COOlMl suddenly la Ik con¬ 
fronted With such serious mailers. But with H*gel *aeb surprise mu*! 
1« expected. With him the root of all spiritual activity it never far 
limit, and (he relation of the Slate is founded on the same basis as 
that of lI ts Church. And if we menu anything riy (Vie phra^i of the 
Divine Immanence, we shall at least l.-c able la follow him. 

1 Die txigtt r. Ktcml because essentially belonging to 1 he Cl plica- 
lion of reason. 

1 Wiintt, Worthing; of personal characteristics, i.* t elHcat char¬ 
acter. 
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to actualize. At the same lime they ought not directly 10 
appear as rights in positive legislation. For, to lake one 
reasc^i, the form of positive legislation, as we hare seen, is 
already in partial conflict with the notion and content of the 
Ideak; furthermore, it is quite possible that the content 
of positive rights may con tribute to that which is essen¬ 
tially unjust, albeit entirely clothed in the attributes of law. 
The relations wc have above Deferred to, however, are not 
merely the supreme stable embodiment of the external 
world, 1 but the essentially substantive powers, which for the 
very reason that they contain in themselves the actual con¬ 
tent of human existence, continue to be the stimulating 
source of its activity, and ultimately all that ever carried it 
forward to perfection. 

Of this kind are the interests and objects which contend 
against each other in the “Antigone” of Sophocles. Creqn, 
the king, as ruler of the state, by a decree couched in the 
severest terms, forbade the right of burial to the son of 
Oedipus, who had proved himself an enemy of his country 
by bringing an army against Thebes. This pro clama tion was 
so far justifiable that it expressed care for the weal of the 
entire city. Antigone, however, is animated by an ethical 
principle of equal authority, in other words by her love for 
her brother, whom she finds it impossible to leave unburied, 
the prey of carrion birds. To leave such a duty unfulfilled 
would be in direct opposition to the sacred instincts of her 
personal relationship. She consequently violates the decree 
of Crcon. 

(jt 3 ) Collisions of the type with which we are now dealing 
may be introduced in every possible way; the necessity of 
the reaction, however, must not be occasioned by means of 
anything out of place or at cross purposes 1 with the main 
action, but through that which is in itself reasonable and 
justifiable. For example, in the well-known German poem 
of Hartmann von der Aue, “The Poor Henry,” the colli¬ 
sion is repulsive. The hero in this poem is visited by a 
fatality, that is to say, an incurable disease. He turns for 

I £}m nur justrluk FtifoUktndt* The sijaniiitieRi of Spirit arc the 
most permanent realities is, I think, the meaning. 

1 (dtat^n &dtr b-j 'drifts, f.f ., ihnt which is a rhi! my and meifljf 

awake - curiosity or excite* a feeling of irpulrioti. 
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assistance to the monks of Salermo. They state as the con¬ 
dition of his cure that a human being must willingly sur¬ 
render hesor her life* on the ground that the necessary salve 
can alone be forthcoming from a human heart. A poor 
maiden who is in love with the knight offers freely her ^wn 
life and accompanies him into Italy. This is pure barbarism* 
and the silent love and pathetic devotion of the maiden 
are unable, consequently* to produce their full effect. It is 
true that we find the injustice of human sacrifice presented 
us by the ancients as the ground of the collision. The 
famous example is that of the story of Iphigerfia, who is 
first offered as such a sacrifice, arid afterwards is on the 
point of offering up her brother. But, in the first place, it is 
to be observed that in these examples the conflict Is in 
dose connection with other relations which are in them¬ 
selves justifiable; secondly, the artistic principle is really 
satisfied, as wo have already observed* by the fact that both 
Iphigenia and Orests are finally delivered* and the power 
of a collision which is opposed to our notion of right is thus 
destroyed. And, indeed, this is also the dose in the above- 
mentioned poem of Hartmann, in so far as we may acknow¬ 
ledge the dsnoxswait offered us in which, on Henry refusing 
to accept the sacrifice, God releases him from his malady, 
and the maiden is rewarded for her true love. 1 

In apparent association with the positive powers we have 
enumerated must be added others set over against them, 
that is to say, the forces of that which Is negative and bad, 
evil in short. That which is purely negative:, however* ought 
not to be taken in the ideal representation of an action as 
the essential gTound-mo Live for the necessary reaction. The 
reality of the purely negative case, it is true, corresponds to 
the negative and its appropriate character* but* if the im¬ 
plied" notion and object is already in itself rendered 

l There is obviously a symbolic meaning in this poem of Hartmann 
which Itegel appears to have overlooked, the sacrifice which the monkl 
prescribed not necessarily involving a physical sacrifice* but merely the 
nifi 3! a lave which would he cnunJ to suctl a tacrtficc- 

a This- passage ts not easy to follow. L think iitratatt imBt 

menn the entire notion of ibe personality evolved in the action a*4i»- 
line', (to 1:1 alt particular avpcds which are negative and evil. The main 
difficulty of the passage Consist. in the abstract conception of evil or [hr 
negative upon which Hegel Centres the attention. 
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nugatorv, it is even less possible that the ugliness which is 
exposed in the inward life should manifest any genuine 
beauty upon its external reality. The sophistry' of passion 
can ( *indeed, by means of the capacity, strength, and energy 
of a character, make the attempt to graft positive character- 
isticfi upon the negative, but we only obtain thereby the 
vision of a whitewashed grave. For that which is purely 
negative is generally flat and stale and loaves us con¬ 
sequently either void or drives us hack, whether it be used 
as the motive force of an action or merely as a means to 
promote a reaction in another. The horrible, unfortunate, 
the harshness of dominion f and the obduracy of superior 
power may form pan of the cement and burden of the 
imagination when such characteristics are exalted and earned 
by the abundant greatness of a particular character or object. 
Evil however, taken simply for what it is, envy, cowardice, 
and meanness, is merely repulsive. The devil, if we take 
him for what he really ought to be, h consequently a bad 
subject, or rather a figure for which Art has no uses at alt. 
He is just a falsehood and nothing more, and consequently 
an extremely prosaic personality. In the same way it is per¬ 
fectly true that the Furies of bate and many other allegorical 
figures of later times are potencies of a kind, but they are 
without affirmative subsistency and hold fastness, 1 unfavour¬ 
able to ideal representation, although in this respect a wide 
margin of difference is permissible in the several arts 
respectively, and in the particular mode in which they may 
immediately visualise such objects. Evil is, to express it in 
most general terms, essentially cold and devoid of content, 
because as such it is merely the source of negation, discord, 
and misfortune. All art, however, which is true to its essen¬ 
tial notion, should reflect on us the vision of a harmony. 
Meanness, above alt, is despicable, for it is a quality which 
arises from the envy and hatred of all that is noble, and 
does not shrink from distorting even a power that is (essen¬ 
tially based upon the good into a means conformable to its 
own perverse and shameless passion. 1 he great poets and 
artists of the classical world have in consequence never pre¬ 
sented us with the vision of absolute evil and depravity. 


1 stable ^If^oiubitncy. 
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Shakespeare, on the contrary, in his tragedy of K King Lear,” 
unfolds before us the spectacle of wickedness in all its 
horrors. The old Lear divides his kingdom among his 
daughters, and* while doing so, is foolish enough to believe 
in their false and flattering speeches, and to misinterpret the 
silent and faithful Cordelia. There is already folly and mad¬ 
ness in this, and it is followed by the most outrageous in- 
gratitude and worthlessness of the elder daughters and their 
husbands to the point of absolute craze. As an antithesis of 
this the heroes of the French school of tragedy are stretched 
and puffed out with every sort of grandiose and sublime 
motive, and make a great parade of their honour and 
□obi]tty, and yet despite of it alt destroy the very meaning 
of such motives by the mere fact of what they really are and 
accomplish. Put it is in modem times more especially that 
ne find this unstable dissolution of everything spiritual, 1 
which forces its way through every dissonance, however re 
pu&ive, become quite d la made; moreover, it has even 
given us w hat we may describe as the humour of the abomin¬ 
able thing, a kind of burlesque simulation of irony, an 
atmosphere in which a Theodor Hoffmann, for example, has 
found himself so much at homo 
(y) We may conclude, then, that it is the essentially 
positive and substantive powers in the spiritual world which 
supply the real content of the ideal action. These sources 
of energy, however, in their artistic embodiment, must not 
appear in their inherent universality, albeit within the reality 
of the action they are essential phases of the Idea. Rather 
they must receive the form of independent individuals. If 
this were not so they would remain as merely the UMTersols 
of thought or abstract conceptions which do not properly 
fall within the province of art. Though in their origin they 
should be held as intact as it is possibie to hold them from 
mere caprices of the fancy, it is equally necessary- that in their 
development they should acquire detenninacy no less than 
sdf-coiisbtency,' and in this way appear as essentially par- 
ticulamed. Such definition us they possess ought not tobe 
carried to the point of the particularity of external objects 
nor should their concentration be carried to that of the sul^ 

1 Dit in tin hzhfott ZmitunktU* 

* ■‘f kgtiih 4 «V, t.t\ r lf-'cacluo vt individuality. 
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jectivo sdf-consciousness. 1 Otherwise the individuality of 
those universal powers is necessarily involved in all the 
developments of finite existence, In this respect we may 
say* risen* that the detenuinacy of their individuality is not 
to betaken too seriously* The gods of the Greek Pantheon 
are the most conspicuous example of this manifestation and 
sway of the universal forces we have just discussed in their 
self-subsistent form. However they may be brought before 
us* their blessedness and cheerfulness remains unaffected. 
Regarded separately as particular gods no doubt they engage 
in conflict, but in all their battles we shall ultimately find 
they are not really serious in the sense that they concentrate 
themselves on any definite object with the entire con¬ 
sequential energy of their character and passion, fully pre¬ 
pared to stake their existence upon the result. They engage 
in this affair or that wherever it may take place, identify 
particular interests in concrete examples with their own; 
they are, however, equally ready to leave the matter at any 
point and wing their way back happily to Olympus, Such is 
the view we get of the gods when they engage in warfare on 
the pages of Homer. The detenniimcy of their characteri^a- 
tlon is capable of conflict, but they remain for all that the 
purely universal determinations which at bottom they are, 
A battle begins to rage; heroes advance singly one against 
another; then we lose sight of individuals altogether in the 
universal storm and crush; it is no longer the specific 
qualities of individuals which are now set in relief against 
each other—it is the universal rush of the light, the daemon 
of war loosed and roaring, and now it 3s that the universal 
powers, the gods themselves, step forth on the scene of 
battle. From such a temporary display of the contrasts of 
their characterization they ever withdraw themselves into 
the solitude of their self-subsistcncy and repose. For though 
the individuality of their form carries them perforce into the 
region of time and contingency, nevertheless inasmuch as 
the universal they claim as gods is that which ultimately 
must prevail, the individual characteristic shrinks away into 
the determination of external form only; they art unable in 


3 Zttr mbjtjcfivtn ItauHiAJtnt. 1111*1 iitosay, ll» entire «U-«W- 
cctilTWtiun on the tpiritual centre of cogflcbuft life. 
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iheir personality to penetrate the true arcana of conscious 
spirit, 1 

Tbctr physical definition is, in fact, either more or less 
only the accommodating form of their divinity. But thk self* 
subsisteney and careless repose is precisely that which gives 
to them their plastic individuality, and relieves them df any 
anxiety and constraint a in relation to earthly objects and 
events. 1 For this reason we find in the gods of Homer no 
final result when actively occupied, with the concrete facts 
of human liie, although such activity is displayed for us in 
many and diverse directions. The material and interest of 
human events which happen in time is that which gives 
them something to do and nothing more. And in like 
manner we may remark other peculiar characteristics at¬ 
tached to the Greek gods, which wc can only regard as 
essentially unrelated to the general notion of divinity which 
each god respectively connotes Mercury is, for example* 
the slayer of Argusj Apollo that of the hydra; of the love 
affairs of Zeus wc have countless tales, and* among other 
things, he hangs his wife on an anvil. These and many 
other stories like them are merely supplementary additions, 
which attach to the gods in their aspect of natural forc^ by 
virtue of symbol and allegory, the origin of which wc pro¬ 
pose to discuss more fully later on. In modern art wc shall, 
it is true, find certain indications which point to a con¬ 
ception ot definite and at the same time universal powers. 
These are, however, for the most pari simply cold and frost- 
like allegories of hate, envy, hope, love, faith fulness, that is to 
say* generally of virtues and vices in the actual truth of which 
we can retain no belief. For with us modems it is the con¬ 
crete subjectivity alone, far which we, in the representations 
of art* feel that profounder interest, wherein abstractions 
such as these do not appear in their isolation, but are made 
to appear merely as phases or aspects of human character, 
whether wc regard it in its particularity or as a concrete 
whole. In much the same way the angels possess no esseii- 

1 Lsl, Thee inch ■ klttillty rcmaltu* nuhet external farm, in inch q 
way Hat U hUs to penetrate ihtwgft so ahwluiety inwant subjectivity 
-n rm, the corotnint of necessary conditions. 

* Mit&rBatiwmfw, i.r. t with ihe definite subject-matter of temporal 
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till univercalitj and self-subsisfc-ncy such as chaiaclsriac 
Mais, Venus, and Apollo, or even Ocemus and Helios 
They arc, it is true, objects of imaginative conception, but 
the&pectic character is that of vassals of the one Divine 
and essentia! substance, which is not in this ease broken up 
into sclhsubsisted individualities, as we find it in 1 he Greek 
Pantheon* For this reason we have here no imaginative 
vision of many objective powers dwelling m a state of tran- 
nuillitv, which may be represented as essentia EH Divine 
personalities. We find, on the contrary, the essential con- 
tent of such either as subsisting in the Godhead, or realised 
in a mode which is both particular and subjective in wholly 
human characters and actions. Nevertheless it was 
in the conception 1 of self-suhsistcncy and indtvidiJahzahon 
that the ideal representation of the gods originated. 

(p) The Individuals in tht Adion 

In the cases we have just discussed of the ideal gods it 
is not a difficult matter for art to secure the ideality she 
requires. Bui in approaching the concrete action, id® 
representation is confronted with a real difficult), tor 
though it is here that the gods and, in general terms the 
universal powers may be identified with a principle which 
stimulates and compels activity, wc are not therefore on the 
plane of reality entitled to find in them the soiree of 
Genuine individual action. Action is rather essentially the 
manifestation ol human life. Consequently there are in 
this connection two distinct aspects of the problem to be 
considered. On the one hand we have these umversal 
forces in Lheir self subsisted repose and for that reason 

more abstract subytantialityj on the other there u the in- 

dlviduality of men, in which we must seek the final spring 
and determinating impulse to action no less than its aclual 
accomplishment. It is, of course, only the simple truth 
that these eternally dominant powers are immanent in the 
identical nature of mankind, constituting, in fact, the sub¬ 
stantive core of its character; but in so far as they arc com* 

’ In ihe COTCcptlcn, dint i to say, which i* alike n»t of the Greek 
idea of Divinity. 
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prehendcd in their Divine nature thetnsckus as individual : 
and thereby in an exclusive way, their relation to the sub- 
jeet of jiuman conscioiisntss must remain an external one. 
And this fact enables us to see the essentia] difficult we 
noticed above. There is, in truth, a contradiction imme¬ 
diately involved in tilts relation between the gads and men, 
ft 13 l ™e that the content of the gods is that which 
belongs to humanity, and announces itself as his passion, 
resolve, and will. It is, however, equally true that the cods 
must not only be assumed to be and comprehended as in¬ 
dependent from man individually considered in their actual 
existence but, furthermore, as the forces at the root of all 
lns a £ ttvu y determination. And this, too, in such a 
way that we are forced to consider the same determinations 
at one time as personified in the self-subastent and Divine 
personality, and at another that which appears most essen- 
L'ally to belong to the human heart, And it b for this 
reason [hat the free sdf-subsistertcy of the gods no less 
tiiPiri the freedom of human individuals in their activity is 
seriously compromised if, to the detriment of human inde¬ 
pendence, which we have already slated to be of most 
essential importance to the Ideal of An, we ascribe an ex- 
elusive power of command to the gods. And we may ob- 
serve tins is precisely the same kind of difficulty which 
confronts us in the form of the religious conceptions of 
Christianity. It is stated in terras that the spirit or God 
Ws up to God, Taken strictly such a phrase can only 
imply that the inward life of man is regarded as a purely 
passive ground, upon which the spirit of God taboo re. In 
such a conception the human will disappears as a free will 
and at the same time the Divine purpose which motives the 
mworking above mentioned can only appear to man as 
a kind of hate, under which he fails to come by his own 
true persona] ity.’ 1 

(w) If T however, this question of mutual relation J is so 
understood that man in his action b conceived as standing 
in a purely external opposition to God, here posited as 

I I ptWttw wJsat Hrgd sumu li nj fodmilual eftli. 

- JFr nK ki Mi, itimmrigmtn Sttt'd dakti ist, Fj e W% tHj obtain lb* 
ilcEtrauMlr ft«dnm of the 

between |odl ami tfivci. 
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eternal substance, the relation of both is one of pure matter 
of fact. 1 God gives a command, and man is obliged to 
hearken. Even great poets have found themselves unable 
to dispense with this conception of externa! opposition be¬ 
tween gods and men. 1 n the H rhiloctctcs ” of Sophocles, for 
exaftiple, jrfe find that Mdloctetes, after he has confounded 
the deceit of Odysseus, persists in his determination not to 
return to the Grecian camp until Heracles appears at length 
as Dttrs cv machim* and orders him to yield to the entreaty 
of Neoptollmus. The content of this apparition is, no 
doubt, sufficiently motived, and answers to our own ex¬ 
pectation; the catastrophe itself, however, is for all that not 
rightly homogeneous, but rather outside the action; and in 
his noblest tragedies Sophocles makes no such use of this 
kind of representation, according to which, if we hut carry 
it one step further, the gods arc reduced to lifeless machines, 
and individual men simply to the instruments of a foreign 
caprice. In a similar way we constantly in epic poetry meet 
with the active intervention of the gods represented in a 
mode which is external to hitman freedom. Hermes, for 
example, conducts Priam to Achilles; Apollo gives Patroclus 
the btow between the shoulders which ends his life. We 
also frequently find mythological traits treated in such a 
way that tliey appear as wholly external to the actual lives 
<}fthe individuals thus affected. Achilles, for example, is 
dipped by his mother in the Styx and thereby rendered in¬ 
vulnerable anti invincible to the one point or his heels. If 
we reflect on this rationally it is obvious that all teal brayery 
disappears, and all that is heroic in the character of Achilles 
is converted from a real trait of his essentia! manhood to a 
purely physical advantage. Such a mode of representation 
is, however, far more permissible to the epic than it is to 
the dramatic type of poetry, for the good reason that in the 
epic that aspect of spiritual life which is directly concerned 
with the intention implied in the execution of objects falls 
into the background and a larger field is, in general, offered 
for the play of external characteristics, Such a criticism of 
the prosaic understanding as the one above, which charges 
a poet with the absurdity that his heroes are no heroes at 

► dawr pmmtk. Viewed piiciioUy, that U I* say, rather than 
dYct*phy*ieal]y. The ejuniptes explain the mewiing-. 
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all, should only be advanced with the greatest caution, for 
it is partly in such traits as will appear shortly, that the 
poetical relation between gods and men is preserved. It is 
another matter, and we have nothing left us but prose/when 
in addition the powers, which are posited as substantive in¬ 
dividuals, are mere empty shadowy the creations of the 
caprice of fancy and the arbitrariness of a false originality. 
They are then for the most part only the adjuncts of super¬ 
stition or imbecility, 

(0) The truly poetic relation of ideality consists, then, in 
the identity of gods and men;. and this must assert itself 
even though the universal powers are presented as inde¬ 
pendent and fret from the particularity of human beings 
and passions. In other words, all that we attribute to the 
gods must at the same tune establish itself as that which is 
essentially cognate with the spiritual life or particular men 
in this Sense, that while the dominating powers appear as 
essentially personified, yet at the same time all that is thus 
posited in an external relation to man is none the less clearly 
that which is immanent in hh own spirit and character. 
The true function of the artist is, therefore, to introduce a 
mediating link between the difference involved in these two 
aspects, to bind them, in short, by a finely conceived thread 
of relation which, while dearly emphasizing their springs in 
the spiritual life of man, shall make no less visible the uni¬ 
versal and essential element which is therein implied and 
present such to the imagination in individual form. The 
emotional life of man must reveal itself in the gods, who, in 
fact, arc the self-subsUtcnt and universal embodiments of 
that which is active and dominant in his own spiritual ex¬ 
perience. Then alone are the gods at the same time gods 
in cognate relation with bis own heart and emotions. When, 
for example, we are told by the ancients that Venus or Amor 
has put a constraint upon the heart, no doubt In the first 
place these divinities are apprehended as external powers; 
but human love is equally a stimulus and a passion, which is 
implanted in the heart and is part of that it independently 
contains. 

In much the same sense is the frequent reference to the 
Eumcnides. We have to picture in the first instance no 
doubt these avenging maidens as Furies, who pursue the 
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transgressor in Pit external form. But this pursuit is hut 
another aspect of the Fury which drives through the soul of 
the perpetrator of crime; and .Sophocles in the Oedipus 
Cololus (I, 1434) actually refers to them in this sense of 
inward spiritual forces, as the Eumenidcs of Oedipus him¬ 
self, that \to say, who signify the father’s curse as the result 
of the stress of emotion caused by the conduct of his sons. 
We have, then, and equally hare not reason on our side 
whether we identify the gods with powers external to man, 
or find in them that which belongs exclusively to his spiritual 
life. They are in fact both. In Homer, for example, the 
activity of gods and men is a constantly involved skein. 1 The 
gods appear to accomplish what is foreign to human activity, 
and yet for all that execute only that which is in vital co¬ 
ordination with his own emotional life. In the “ Iliad,’ 1 for 
example, when Achilles, in the stress of controversy, is about 
to raise his sword against Agamemnon, Athene steps forth 
behind him and takes hold of his head of flatten hair, visible 
only to himself. Hero, who is equally anxious over Achilles 
and Agamemnon, sends for them from Olympus, artd their 
admission there appeal's to be wholly independent of the 
desire of Achilles, On the other hand we have no difficulty 
in seeing that the sudden appearance of Athene, the wisdom 
which puts constraint upon the heroes wrath, is simply a 
reflection of internal conflict, that the entire description but 
states in imaginative form what was experienced in the heart 
of our hero, fn fact Homer himself points this out a few 
verses previously (” Iliad," I, v, 190), when he relates about 
the debate that took place in his heart in the following 
terms: 

rl ti-yi y 1107*1 LW dEv Cojj j jijfpor. 

rnvf jflv dl in li 1? 1 'Arpitcifp linp^H, 

if* jy5\inr *naw*tfv, tpifrevunV rr topi** 

This inward breaking up of anger into a divided self, this 
constraint, for it is in opposition to the anger, and Achilles 
appears at first to be wholly filled with wrath, the epic poet 
has a perfect right to represent at the same time as an 

1 Dm Thun grki Ueit ktrtfcr mtd Aiuikr. Ti 3 skein in Thick ihe 
I breads run ever and Urnkf one toother. 

1 “ IIUd, n I, v, 19a 
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external event. In a similar case in the “Odyssey ’ we Grid 
Minerva acting the part of escort for Telemachus. This 
attendance is rather more difficult to grasp as a personal 
experience of the emotional life of Telernachus, although 
ive can readily fix on certain points of contact between the 
external image and the emotion experienced, this it is 
we may generally say which constitutes the cheerful buoy¬ 
ancy of the Homeric gods* and the irony implied in the 
honour paid to them. Their self-consistency and serious- 
ness are characteristics which tend to dissolve like a cloud, 
precisely to the extent that they unfold themselves os the 
very powers which arc native to man's emotional life, and 
thereby, in their manifestation, leave humanity alone with its 
own possessions. 

However, it h not necessary to look so far abroad for 
a complete example of the conversion of a purely me¬ 
chanical conception of Divine activity into the atmosphere 
of the subjective consciousness, the sphere, that is, of free¬ 
dom and ethical beauty. In hi a I plage nut in Tauria Goethe 
has in this connection carried the process through with a 
beauty that we cannot sufficiently admire. In the drama of 
Euripides Orestes in complicity with Iphigenia carries oil 
the statue of Diana. This is simply an act of stealing. 
Then Thoas conics on the scene, and orders their pursuit, 
and the recovery of the bust qf the goddess. Finally, in 
very prosaic fashion, Athene appears and orders Thoas to 
s tay hi s hand ‘on th e gro und that she has indepe n dentl y com - 
mended Orestes to the charge of Foseidon, and he, in defer- 
ence to her wishes, has already carried Orestes far over seas, 
Thoas submits to her advice and replies to it in the follow¬ 
ing terms (v, 144?, 43): “Lady Athene, whoever, on hear¬ 
ing the words of the gods* does not obey them is but a fool. 
For how could it be right and fit to contend with the mighty 
gods. 3 ’ 

In this relation we can only see the bare external com¬ 
mand of Athene on the one side, and an equally futile sub¬ 
mission of Thoas on the other. In Goethe's treatment of 
the subject, on the contrary, tphigenia becomes herself 
exalted to the rank of a goddess, in reliance upon the 
truth she feels within herself, the truth of a human heart. 
In this sente she turns to Thoas and exclaims: 
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Is it shrn mn Alone who hzsi the tight 
To accomplish things none tret heard before! 

Shall he alone Empress upon the sJrength 
Of bearls heroic Ins impossible ? 

Tha>which in the drama af Euripides the command of 
Athene e^ets* the change in the attitude of Thoas ± Goethe's 
IphigensaT^deatoure to bring about* and in fact does bring 
about* through thedqrth of the feelings and ideas with which 
she confronts him. 

With mothmi strange 
An enterprise swdacit*i* soars within me; 

A vasi reproach and ills yet graver still 
Will bread; on tnc if the erent miiCj nyj 
Hut, see, I place U cm your keen! lie true, 
lie only true Add Worthy of vuur fame* 

So your a£5islAnce shall declare it truth, 

Truth glorified through me. 

And to this reply of Thoast 

What I you believe 
The Scythian wild and Lhe barbarian 
Hear the wise voice o! Truth and lieuti humane 
When Acreus of G reece still failed to hear. 

she answers with the gentlest, purest trust: 

Nay. all thus hear 

IteneaUi whatever sky their birth wav laid; 

All nceb nuifi hear fw whom the springs of life 
Flow without let ami purely through the soul 

Then it is she makes the final call upon her greatness of 
soul, and the tenderness of her faith at its highest point of 
effort; her entreaty touches, then masters and wrings from 
him, in a way that must appeal to every heart, the per¬ 
mission to return to her own. This atone is necessary. She 
has no need of the statue of the goddess; she can depart on 
her journey without deceit or betrayal of trust And it is 
with the finest sense of beauty that Goethe refers here to the 
oracular word of the god: 

Uring hut to Greece Again the ii»tcr wla 
All loch at head in holy temple btdeii 
Del shores of Tunic, omd lhe cure ts gone. 

The very human reconciliation disclosed in these words is 

l x 
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dearly that the purs; and holy Iphigenia, the sister, is in fact 
the divine personification and the protectress of the house. 

Noble jtI'J btiUtiTid I voi in sooth 

All thsl the goddess ccum-elled seemed Id me, 



exclaims Orestes to Thoas and Iphigenii: 

Like lo a holy picture 


The fitr iiaal Lerab I c -which waited our Iotth 
B y <nse mysterious mrd, one word Divtr.e, 

Iv banished, n.iw that city takes thee hark, 

Win) art ihe true protectress of lmi home; 

Ke-er- c thyself in holy quietness,, 

A bJeSsirvo Co thy brother and thine own; 

Is .■veemeirthat alt deliverance on Earth, 

Had passed away, and nil comes back with thee. 


In the spirit of these heating words of reconciliation 
Iphigenia has already revealed herself to Orestes by virtue 
of the purity and ethical beauty of her inner life. It is true 
that her discernment drives him half mad, who in the corn 
vdsion of his spirit has lost ah faith in peace; but the pure 
tow of the sister does not fail to heal him from every pang 
with which he is tortured by the Furies of his soul; 


Within thine amts 


The tvs] da wed me with tUs djresl dutch 
Far the last time, and to ihe very marrow 
I shuddered hrirrihly; and th-eev it vanUhed, 
F'eri it» a fccrperU to its lnir, Anew, 

And alE through thev, the day's Utcndth 1 eiijoy- 


Here, as elsewhere throughout it, we can hardly emphasize 
sufficiently our admiration for the profound beauty of this 
poem. 

The material which ha*; the impress of Christumity upon 
it is more open to criticism than that which was the subject- 
matter of antique art. In the sacred ]trends, and generally 
speaking where the religious conceptions of Christendom 
prevail* no doubt we may find the appearance of Christ, the 
Virgin Mary and other saints the subject of univeriial belief; 
but alorag with them the imagination has clothed itself with 
fanciful aberrations in every direction* so that witches, 
ghosts, and eve 17 sort of spectral apparition are yet more 
conspicuous objects. Tn the face of such conceptions, so 
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far at least as they appear foreign powers to our human 
nature, and man submits himself unreservedly to the charm, 
seduction, and influence of their illusions, artistic represen - 
tatioifckw holly given up to every kind of folly and caprice 
of myeStruingency. It is of unique importance that in the 
treatment af such material the artist take care that the free¬ 
dom and independence of judgment are in no way im¬ 
paired. Shakespeare has shown us how to do this in most 
noble fashion. The witches in Macbeth, for exam pie, appear 
as extemal powers, who foretell for Macbeth his future des¬ 
tiny. What they do foretell r however, is precisely that which 
is his own most secret wish, which is reflected back on him 
and declared in this, merely in appearance, external form.' 
With a still closer regard to beauty, yet profounder insight, 
is the ghost in Hamlet i ratted as the purely objective em¬ 
bodiment of Hamlet's own intuitions. We find Hamlet in 
the first instance overpowered with a vague feeling that 
something horrible has taken place. His father's ghost then 
appears and gives definite form to these awful premonitions. 
We naturally expect that Hamlet, after receiving the facts 
set forth in his father's warning, will at once proceed with 
energy and bring the murderer to book, a revenge which 
appears to have ample excuse. But he delays and delays. 
Critics have made this inactivity a matter of reproach to 
, Shakespeare, blamed him, in fact, as though for this reason 
the play to Some extent never gets properly off. But 
we must remember Hanilet is not a strongly practical 
nature, rather a finely strung one, with emotions held in 
persistent reserve; a nature which finds it difficult to tear 
itself from its internal harmony; melancholy too, prone to 
subtleties, hypochondriacal, with emotions deeply rooted, 
l or this reason it is obvious that he is pnma ftim indis¬ 
posed to prompt action. And this is fundamentally Goethe's 
conception of him when he tells us that what Shakespeare 
sought to represent u was the imposition of some supreme 
action on a soul whose growth was unadopted to its execu¬ 
tion. 1 ' He ill fact interprets the entire drama relatively to 

1 This view may be wdl <wntraced wjlh the len vital criticuni of 
Schitler ori this iubjtfcE* urhlcli inducer I, bun actually lt> delude the 
tatitre from Elm unendfKl edition of (Hr pby. In 11 ttjd shows 

iiijic LELSjgln here than CdejrJyt. 
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this conception of Hamlet. 11 We have here/' he maintains, 

11 an oak tree planted in an exquisite vase, which ought 
really only to contain and shelter the fair flowers ; the roots 
spread, the vase is shattered/ 5 But it should be noric/d that 
Shakespeare, when referring to the apparition of ghost, 
contributes a far profonnder trait of character in^xplahation 
of this debated point. Hamlet delays, bccaua' he does not 
right off wholly believe in the ghost 

The spirit that I have seen 
stay lie a deri): and the dctiE hath power 
To assume a pleuinc shape! yea and perhaps. 

Oat of my weakness ami my enelaacliGly, 

(As he U very poteal with sueb spirits.) 

Abuses me to damn me: HI have grounds 
Slure rein lire than this: the play's the thing. 

Wherein lit catch the cuOMticnee of the king. 

In this passage it is obvious that the apparition as such 
does not leave Hamlet merely devoid of all stability/ but 
that he entertains a reasonable doubt, and is determined to 
make his conviction a certainty by his own experiments 
before he proceeds to act upon it, 

(y) As a summary description of these universal powers, 
which appear not merely in their external independence, 
but are the vital and moving forces in the human heart and 
all that is implied in its most intimate life, we may borrow_ 
an expression in use among the ancients, that is to say 
Pathos fruOucK To translate! this word adequately is not 
easy. Passion almost always implies as its concomitant an 
element of meanness or baseness, Wc contend in ordinary 
parlance that a man should not surrender him sell 10 his 
passions. It must therefore be understood that we use the 
expression pathos in a nobler and more universal sense than 
this without the slightest implication of anything blame- 
worthy or egotistic. The devoted love of the sister Antigone 
is an excellent example of a pathos in the full significance 
of the Greek use of the term. Pathos in this sense is a power 

1 A’j -hi jjjW MtiHlat It is also obvious, I Think, that 

inch a pas-Age need net necessarily be opposed lo Goethe's main eth¬ 
os [Hu in, SulIi ti-leii may readil y be es p Lamed os the excuses of i man 
who inherently shrinks finm. frjrminc a grave ic-oItc of vigemous airtinii, 
No liouLls are 111^^1^ wlwn lLvutJd sees the |hsit. 
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of the emotional life which completely justifies itself, mi 
essential part of the content of rationality and the free will 
Orestes, for example, kills his mother not so much on 
accotA^of any force of his emotional life which we strictly 
can tglT^Stssio n; rather it is a pathos in itsel f fully considered 
upon and Jtoentially sane which carries htm on to the awful 
deed. Thus^understood we may add that it Es impossible to 
say that the gods possess pathos. They are merely the uni' 
vernal content of that which is the stimulating energy in the 
resolves and actions of human individuality. The gods as 
such continue in their repose and freedom from passion, 
and however much they may quarrel or contend among 
themselves, there is nothing really serious in it all, or their 
strife possessed merely a symbolical significance in the view 
wc may take of it as a universal war of the gods. We must 
therefore strictly limit pathos to the actions of mankind, and 
conceive thereunder the essential or rational content, which 
is present in the human consciousness identical with itself 
and throughout suffuses the emotional life. 

(nii) Wc may say, then, that pathos constitutes the true 
mediating link, 1 the veritable domain of art. The representa¬ 
tion of it is the most truly effective part of a work of art, as 
jt is its influence upon those who look at it- Pathos sets a 
string in motion, which vibrates through every human heart. 

* Every one must know the type of worth and reason, which 
underlies the content of a genuine example of pathos, must 
reeogniie it at once when he sees iL And the cause of this 
is that pathos moves us because it is that which is essentially 
the vital force of our human existence. And it equally fol¬ 
lows that that which is wholly external, the natural environ¬ 
ment and particular scene, in its active support of the effect 
of pathos, need only bo treated quite subordinately. Nature 
must in consequence be drawn upon as a fact essentially 
symbolical and suffer the pathos to reneeho from her walls, 
which is the most real subject-matter of artistic representa¬ 
tion. Landscape is, for example, a type or genre of painting 
of less importance than historical painting; but even there 
we find that the school of landscape most independent 

1 Dm ligmifitheaMtiulptitb* Between whin ? I think the example* 
show that it is both between * work ot buunm ait and Nature and 
between the work of an itself aad those to wfcom it ts adduced. 
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should not be without a general harmonic relation to human 
feeling, and, in fact, possesses a certain type of pathos. In 
this sense we are told art generally ought to touch the emo¬ 
tions. Before accepting this principle, however, we^ught 
first to inquire through what means this peculiar effect of art 
must be brought about, '*To touch the emotiSriB "*is in 
general the activity of something in union with/i'fcisliirg, and 
mankind, more particularly the mankind of to-day, are, or a 
more considerable portion of them are, only too readily 
open to such experiments. The man who showers tears on 
u*, starts the seeds of teals, which grow up fast enough. In 
art, however, only that ought to move us which contains in 
itself the real import of pathos. 

($ 3 ) For such reasons we may affirm that neither in 
comedy nor in tragedy ought pathos to be that which is 
only Tolly or personal idiosyncrasy, Shakespeare's Timon, 
tor example, is on purely material grounds a misanthrope; 
his friends have eaten him up, consumed his substance, and 
when be himself requires their gold desert him. He con¬ 
sequently becomes a passionate enemy of mankind. The 
situation is both conceivable and consistent with nature, but 
it contains no pathos that can be justified on principle. 
Even to a more striking extent is the hate we find in u The 
Misanthrope/ 1 that play of Schiller's apprenticeship, purely a 
vagary of modem ideas. For in this latter case the misan* , 
thrope is in addition a thoughtful, perspicacious, and entirely 
noble man, great-hearted towards his peasants, whom he 
has Treed from their villeinage, :md devoted to his daughter, 
who is, apart from her beauty, in all respects worthy of his 
loye. In much the same way, in that novel of August Lafon- 
tatne, Qu inti us Heim scan von Flaming is worried with the 
follies of mankind. It is, however, our most latter-day poetry 
which, above all, loves to wind itself into every conceivable 
knot of fantastical falsehood/ attempting thereby to secure 
an effect through mere oddity, but falling to find the slightest 
response in any sane person for the reason that every vestige 
of what is really present in human life hits vanished from 
such refinements of mental athletics. 

In another direction we may remark that everything which 
depends solely, that is to say, in so far as scientific appre* 

' Lit., Sciew4 itself tik* a corkiciew into* 
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inmsian is the main requirement, upon instruction, testimony 
to the truth, and insight of what is offered as such, is no fit 
subject-matter for the representation of a genuine pathos. 
The frets of Si itntific knezviidge are a part of tills material 
And trny'ea-'ion of tills is that science demands a particular 
form *>f creation, an effort towards and a knowledge of the 
specific fotas oF science and their relative importance of 
exceptional variety and extension; an interest in this type 
of study is by no means a universally moving influence in 
the hearts of men, but is limited and must ever remain 
limited to a narrow circle of votaries. The treatment of 
purely rtiigiota instruction presents similar difficulty, if we 
mean by that the development of the same in its profoundest 
import. No doubt the universal content of religion, such 
as the belief in God and similar theses, is of the deepest 
In terest to anyone worthy of it. Art is, however, not directly 
concerned either in the exposition of religious dogmas, nor, 
indeed, in any exceptional insight into their truth; it is con¬ 
sequently of importance that she should be held aloof trom 
such disquisitions. It is all the more necessary drat we 
should through art entrust every type of pathos to the human 
heart, every motive of ethical significance, which are of 
practical and vital interest. The influence of religious ideas 
is rather upon the subjective world of emotion, the heaven 
of the heart, the ever-repeated consolation and uplifting of 
the individual life, than upon direct action in the strict 
sense, For that which is Divine in religion on its practical 
side b morality and the powers which are potent in the 
ethical Life. These powers, however, in contrast with the 
heaven of religion in its purest form, are in definite relation 
to the world and that which is entirely human. Among the 
ancients this worldly content was fundamentally included 
in their conception of Deity, and consequently their j-ods 
could be related directly to human action and its artistic 
presentation. 

From all this it will readily appear that the significant 
moments of volitional activity which present to us the pathos 
we have just endeavoured to define are numerically small 
and the range of them restricted. In the opera, especially it 
is inevitable that the sphere from which such may be 
selected is a narrow one; wc consequently have for ever 
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dinned in our earn the plaints and delights, the misfortunes 
ind happiness of love, fame, honour, friendship, maternal 
and manta I devotion, 

(yy) Nor a pathos of this kind requires for its d*phy 
not merely the power of exposition, but also thqrdSf per¬ 
fected etafojngfm t 1 And what is more, the soul whb$i entrusts 
to its pathos the spiritual wealth it possesses nmst be one 
with real wealth to dispose of, and not one that can rest in 
a condition of purely intensive self-CGEicentratiom It must, 
in short, be ready to give an outward semblance to its self- 
expression and rise to I he finished perfection of (hat. The 
distinction between this power of self-concentration and that 
of sdf-Tevetatcon 15 of great importance; and we shall find 
that in tins respect the types of individuality such as 
genetically represent different races offer essential points of 
contrast, Nations whose reflective consciousness has been 
highly trained arc more eloquent in the expression of their 
passions than others who are not so. The ancients, for 
example, were accustomed to unfold the pathos, which is 
the animating principle of human personality, in its pro- 
roundest significance, without running offinto cold general- 
1 ties or empty tattle. The French also in this respect are 
naturally gifted, and their eloquence in tile expression of 
passton is not by any means always merely a ntling up of 
words, as we Germans, following the bent of our national 
reserve, to which the repeated expression of emotion appears 
to lie a kind of wrong inflicted upon it, are only too ready 
to think it is. In (act, we have gone so far in this direction 
that wc could mention a distinct phase in our poetical 
history, when the younger spirits, at any rate, sick to 
death of that which they dubbed «the flush of French 
rhetorical water-drops, ’ yearned to such an extent after the 
simplicity of Nature that their artistic energy could only 
express itself for the most part in interjections, It is hardly 
[pessary to observe, however, that we shall arrive at no 
open sesame with Ahs and Ohs, a damn here and there 
thrown in, or any other random note of storm and bluster, 
l he inspiration of mere interjections is a feeble one, or 

The itieUpfim u ud;en from the in of Mini in* mnA 

l ° t]5C ™ til thf ™ *!> iti details If ? hTie 
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rather is simply the way in which the still unrefined nature 
expresses itself. The spirit which is to reveal to us pathos 
must be a spirit which is full to running over* which is able 
to stagad itself abroad and give expression to its virtue, 

\{c\y add,too,that in this respect Goethe and Schiller 
present ?. most marked contrast, Goethe is less pathetic 
than Schiibr, mates use of a mode of artistic expression 
which Is more intensive; more especially in his lyrics we are 
struck by this characteristic of self-reserve. His songs,, and 
this is the Erne quality of the pure lyric, go naturally on their 
way without entirely giving us all that they contain, Schiller, 
on the contrary* clearly amious to unfold the pathos of 
his subject to its furthest limit, and with all the dearness 
and force of expression he can muster, Claudius in '*Wands- 
beckcr Iloum ** 1 has contrasted Voltaire and Shakespeare in 
much the same fashion, maintaining that the one is what 
the other only appears to be, “ Master Arouet tells us: ‘I 
weep 1 ; Shakespeare really weeps!” To this we can only 
reply that it is precisely with such idling and appearance 
that art is concerned and not with the mere positive fact. 
If Shakespeare merely wept while Voltaire made others think 
he wept, so much the worse for the poet Shakespeare. 

To conclude, then, it Is necessary that pathos, in order to 
be in itself concrete, as it should be in ideal art, be pre¬ 
sented in its artistic manifestation as the pathos issuing 
from a spiritual nature, rich and comprehensive. And this 
result carries us forward to that third aspect of our con¬ 
sideration of “the action *' already adverted to, that is to 
say, an inquiry into what is implied by cAaracPrr in this 
connection, 

(f) Characttr 

We will summarize the proceeding argument. Our point 
of departure was the unhxrsaJ and substantive powers which 
are the original stimulus to action. Such require as the 
medium of their active realization human in 

which they then appear as averting pathos.* But, further- 

1 Vot 1 , fi, 153. 1 do mot know (he took. 

^ All hfuvgmdtf Pathvi. Thb may mean "as [he iMtivc principle 
of pathos,” but I incline to the fcitaprtfaiion '“as the pathet which 
affect* other*, M 
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more, the universal inherent in these powers must hi par¬ 
ticular individuals acquire ihe concentrated unity and con¬ 
creteness of a and a singk irhofe. This totality is 

man apprehended in his fulfilled spiritual content and^hc 
subjectivity therein comprised, in one word the entyfr self* 
contained human individuality which we designate^ char¬ 
acter. The gods are horn into the pathos of men, fpu pathos 
in its more concrete form of activity is human character* 

In character, then, we find the real focus* of the ideal 
exposition of art, that is to say in so far as the embodiment 
unites in itself the separate aspects of 3 c already developed 
as consistent phases* in the construction of its own totality* 
For the Idea as by which we mean as clothed in a 

form within the grasp of sensuous imagination and percep¬ 
tion, and in its activity as action and accomplishment, is, if 
we define it strictly, just this self-relation of the su&Jttiipt 
individuality. The individuality, however, which is truly 
frtty and nothing short of this will satisfy the Ideal, has not 
merely to declare itself as universality, but at the same 
time to assert Ils nature as concrete singularity, as the 
mediating bond which unites arid transpierces both sides 
thus related, which in their sclf-rtlattd actuality subsist as 
unity. And this is precisely what we understand by char¬ 
acter, the ideal form of which consists in the wealth of 
energy with which all the constituent aspects of the sub¬ 
jective life are welded in one w hole. 

We will now inquire rather more closely into the nature 
of this conception of character viewed under three distinct 
aspects. 

First, as co-extcnsive ’ individuality, that is to say, w ith 
Our attention directed to the wealth of substance contained 

in )L 

1 This appears at Em sight to be somewhat £C?ntiary lo the state- 
mail made above (p. jog) that 1 11 We cannot affirm pathos of the grab*'"’ 
Bui if my translation in the above passage is the right one Du Goittr 
TPttdtn lum mmttkliekm /li/Aw* I tin nit we must understand Dte 
Chiitir here in a more universal sense of the Divine thrift in tile former 
passage, and hmi ihe emphasis here U laid upon ihe wonl wumckikkin. 

ll is, in fact, but innlliei way of riming the incarnation of the Divine in 
humanity. 

1 Ah teiate Imtivutmidaty i, t,, all that is compiled in its essential 

noiiOTi. 
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Secondly t with direct reference to its particularity, the 
form in which it is bound to appear, albeit still a totality, as 
one that is mere defined or specific* 

Thirdly, in our final apprehension of it as a unity which 
b ful\ identified with its own determinate form, that is, 
which \ throughout fused with the same by virtue of its 
own prinWe of subjective sdf identity, and thereby at* 
laches to the whole the significance of an essentially assured 
character. 

We will now develop and elucidate more fully what we 
conceive to be implied in the above general propositions. 

(st) And first we would draw attention to the fact that 
this pathos, though an essential feature in the development 
of completed individuality, is not, in the specific form of its 
appearance, the wit or exclusive interest of the individuality 
portrayed It is, in fact, merely one aspect of the efficient 1 
character,, if one of paramount importance* To put it in 
rather a strong way, the human soul does not merely carry 
within it lint god as the original of its pathos; on the com 
trary, the spiritual scope of humanity has wider borders, and 
wc may affirm that many gods mate their dwelling in one 
true nun, or, rather, all the powers which are scattered 
throughout Lhe heaven of the gods are enclosed within that 
one breast. Ii is coextensive with the entire field of 
Olympus. In this sense one of old has gaidi 11 Out of thine 
own p.tssions, O man, hast thou created the gods/ 1 Add, as 
a matter of fact, in proportion as the intelligence of the 
Hellenic folk quickened, the number of their gods in 
creased; and, furthermore, the gods of their earliest days 
were leas intelligent, that is to say, they were godlike figures 
deficient both in individuality and determinate character. 

In this wealth of content, accordingly, it is necessary that 
the character adequate to ideal art should display itself* 
And this is just that which creates the interest we feel in a 
character, namely, that a totality such as that we have above 
described emerges from it, and the character, while reposing 
on its abundance, nevertheless jjersists in perfect equality 
with itself, as one secure and sell-excluding subject* If the 
character, however, he not conceived and depicted as this 


1 Dif handtlaJm Cb.tract*r t x\ r., Character maisifeU in lhe action. 
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rounded and subjective unity, b abstract in the sense that 
it is entirely the sport of one passion, such must then 
appear as selMestractbe, 1 or at least cracked, weak, and 
without real fibre, For the weakness and inertness oO^di- 
viduals b just this very tiling, that the eternal f^Ts, of 
which we have spoken never assert themselves in eARiii as a 
real part of their most essential substance, as, to frti it logic¬ 
ally, predicates which adhere to them as die subjects or such. 

In Homer/ for example, every hero is the living focus of 
a whole congeries of qualities and traits. Achilles is the 
most youthful hero In the host, but hb youthful exuberance 
is represented as quite compatible with all other entirely 
human qualities, and Homer unfolds before us this variety 
through situations which offer the finest contrast. He loves 
his mother, Thetis, he weeps for B rise is, when she is 
snatched From him, and his violated sense of honour drives 
him into the conflict with Agamemnon, which is the original 
fount of all the events that follow after it in the " Iliad N 
Add to this he b the truest friend of Patroclus and 
Antilochus; moreover, he is the most blooming, fiery 
youth, swift of fool, brave, yet full of reverence for gray' 
hairs; the faithful Phoenix and trusty servant are at his 
feet, and at the funeral of Patroclus the hoary' Nestor is 
treated with the highest deference and honour. And, in 
contrast to all this* Achilles is represented jl$ inflammable 
to a degree, effervescent* revengeful, and full of the most 
brutal austerity when face to face with (he fo^ He binds 
the slain Hector to his chariot, trails the corpse in fell 
hunter's fashion three times round the wall* of Troy; yet 
stays his anger when the old Priam comes to his tent, and, 
as he thinks within his heart of his own old father, reaches 
to the weeping king the band which has done to death his 
son. Of Achilles we may well exclaim: “here is a man 
indeed, and human nature, ay, noble human too, in all the 
length and breadth of its riches, is unveiled before its in this 
one man It is just the same with all the other Homeric char- 


1 Amnr titk, ' ■ goes |q the dogv' as wt say in vulgar parlance. 
M3J.cs to be character in (lie true sense at alt. 

! This example shows m shat by [he csprcSrioA frnken* Gtiti* 
2™ Hegel must he refer ring to prehistoric times and quite archaic 
ccncrpiiun j. J Gieek grihnd. 
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aciets—OdysscuSj Diomtdes, Ajix, Agamemnon, Htcior, 
Andromache—every one of them is a whole* a world hi 
itself, a complete and living member of humanity, some¬ 
thing very different at least from your allegorical abstract 
of sUtae one particular trait What frosty! faded person- 
nlitiesNlespite all their vigour and rigour, are the horned 
SiegfrirtfUJagen of Troy, nay, even Volker, the musician, in 

comparison* . . , , . , ... 

It is this variety of characterization, and this alone, which 
can give to a character the interest of life. At the sarne 
time this fulness of detail must really appear as included 
in the personality itself, that is, it must not strike us os the 
mere diversion, passing freak, or suggestion of an escited 
fancy, such as we see in the case of children who will take 
up everything in turn, and even make something out of it, 
yet, for all that, are without essential character. Character 
in this latter sense will penetrate and make itself a home in 
the most diverse phases o! the emotional life of man, will 
steep itself to overflowing with that abundance, and, at the 
same time, not remain thus immersed, but througliout all 
the congeries of interest, objects, qualities, all the traits that 
distinguish or arrest it, maintain the form of its self-exclusive 
and alert subjectivity intact. 

For the representation of such exhaustive types of char¬ 
acter epic poetry is, above all others, adapted, dramatic and 
lyrical poetry are less so. 

(j3) Art, however, will not be content to remain at the 
point which the course of our inquiry lias reached, namely, 
die notion of character as a mere congeries of traits* For 
thfc object wc fa&vc bciorc us noif Is the IdcsJ in its specific 
determination, and singularity, or, rather, concrete ittdt- 
mi/tfflftVy, are both of them prominent and necessary fea¬ 
tures. Action, more than anything else, in its conflict and 
reaction is impossible without some restriction and clear 
definition of form. For this reason the heroes of dramatic 
poetry are for the most part or simpler definition than those 
of epic poetry* And the way we get at a clear definition is 
through some pathos out of the ordinary which is so por¬ 
trayed as to mate some essential trait of character stand 
out in bold relief, and itself to be the stimulus to particular 
objects, resolves, and actions. If, however, this simplification 
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is carried so far that any character appears as though it 
were pared down to a mere shadow-] ike semblance of any 
form of pathos, such as love or honour, a]! real vitality and 
spiritual depth must necessarily vanish, and the repre^n ra¬ 
tion, as is not uafrequently the case in the French Softool of 
drama for this very reason, can only offer us a Void and 
jejune result We may therefore conclude that in/his aspect 
of particularity the prominent feature which asserts itself 
pre-eminently will be this, that within the borders of this 
very limitation the fulness of life is completely preserved, so 
that the personality in question has free scope allowed it 
for further expansion in many directions, a power to adapt 
itself to every variety of situation, and, in short, is able to 
unfold and express in every possible way the wealth of a 
truly complete spiritual life. 1 Despite the supreme simplicity 
of their pathos the characters in the Sophodean drama 
possess tins intrinsic vitality. U r e may indeed compare them 
in their plastic self seclusion to the figures of sculpture. 
i 1 or it is also quite possible that sculpture express very 
various delineations of character despite all the tenacity of 
its definition- In contrast to the bluster of overpowering 
passion, which concentrates all its forces upon one single 
point, it exhibits out of its tranquillity and speech!easiness 
that predominant neutrality, which peacefully envelops all 
powers within itself; but this unperturbed unity does not, 
however, persist in any indissoluble union with mere formal 
definition, but, rather, in virtue of its beauty, suffers at the 
same time the hirtlvthrocs of nil that pertains to it to dis- 
robe itself at? through a cloud of immediate possibility into 
fresh relations of every variety* In the finest figures of 
sculpture we behold a tranquil depth, which unfolds, as it 
werCt the pregnant womb, from which alt other potencies 
may be born. In contrast with sculpture it is yet of more 
vital importance to the arts of painting, music, and poetry, 
that they should display the inmost complexity of character, 
and real artists of every age have recognized this. In Shake¬ 
speare's <l Romeo and Juliet/" for example, the most pathetic 
characteristic of Romeo is his love: but he is also placed 
before us under relations of the greater contrast, whether 

ttt Ji'i'/f gthiLIeltii Jttfifrn. Otbilfitl licit DhI in lElc jcoic of 
pattered, lountltd to a co ■ 14Jifia! tit cocucut. 
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it be in reference to his parents, his friends, his love troubles, 
or his affair of honour in which he fights with Tybalt, his 
attitude of deference and iniil to the monk, nay, even on 
the,vergc of the grave his conversation with the apothecary, 
from'Urhom he purchases the poison. Throughout he is 
the* sank worthy and noble man of deep emotions. In the 
same wayjhc clraracter of Juliet ts unfolded throughout the 
range of her relations to father, mother, nurse, the Count 
Paris, and father Lawrence. And, despite of this* she is 
as deeply immersed * in her one preoccupation as she is m 
every one of these situations, and her entire character is 
transpierced with and carried away by the one single emo¬ 
tion, her passionate lore for her lover, which is as tk-ep and 
broad as the unbounded sea, so that it is but the simple 
truth when she exclaims, “The more I give, the more I 
possess, both are infinite.'* , 

From all this it appears that even when there is but one 
pathos visible, it most unfold itself as the wealth of all it 
possesses. And this is what really happens even in lyrical 
poetry, where we find the pathos is not attached to actions 
determined by positive circumstances and conditions. For 
in this latter case the pathos can only assert itself as the 
spiritual state of an emotional nature otherwise complete in 
itself, which is, that ts to say, free to express itself in any 
other conceivable circumstance and situation which may 
confront it. The use of words of vital significance, an 
imagination which can associate itself with all the world, 
can restore the Fast to the Present, can transform the entire 
external environment of man s life to ^symbolical expression 
of his spirit, can bravely adventure into the depths of com¬ 
prehensive thought, and, while doing so, reveal an exuberant, 
capacious, clear, exalted, and noble nature—-a wealth of 
character such as this, freely expressing such a world, is a 
prize indeed for die Lyric Muse. No doubt a purely logical 
reflection may find it impossible that such variety of character 
should coexist with a masterful clearness of type. We may 
be asked, for instance, in reference to the heroic character 
of Achilles, whose strength of youth is the pre-eminent trait 
of his beauty, how it is possible to reconcile the tender 
heart so manifest in his relations to his father and h‘ts friend 
1 J/intingrgra&x, lit., buried in- 
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with the cruel set of revenge wherewith ho drags Hector 
round the walls. Precisely the same kind of inconsequence 
is to be met with in Shakespcare^s clowns. They are, with 
scarcely an esccptioiq bubbling over with wit and the humour 
of genius. And, no doubt, there wilt always be fboliyr (Sough 
to ask us how men thus spiritually gifted could ever bcuikc 
themselves to such tomfooleries. The truth is fbat the re¬ 
flection of the formal logic is sure to emphasize one aspect 
of a character* and conclude that the entire man is minted 
under its impression to the exclusion of all others. To such 
everything that asserts itself as alien to the hallmark of its 
beggarly mintage can only appear as an inconsequence. In 
the trudy rational contemplation of the whole as distinct 
from the parts, and thereby of the living thing* that which 
appears as inconsequent will be precisely that which brings 
all into fit co-ordination. For our humanity is just this very 
paradox. We have not merely to carry 1 the contradictions of 
our complex nature, but to suffer the load 1 with patience, 
and throughout prove staunch to our burden, 

(y) IVe may conclude, then, that character must fuse to¬ 
gether its particularity in the element of its spiritual sub¬ 
stance; it should possess a definite type, and at the same 
time retain in this distinction the force and stability of a single 
fully self-consistent pathos. Where we find our humanity 
represented without such a centre of unity, the different 
aspects of such variety it may possess will lose all relative 
meaning or significance and fall away from each other. In 
art we shall find that what we distinguish in our conception 
of personality as infinite « the Divine is just this self-con- 
sis ten cry in unity. If this view be a just one it is obvious 
that such characterizations as stability and determination 
are of great importance in the ideal representation of char¬ 
acter, And we shall only obtain such a result, as already 
observed, in so far as the universality of the powers inherent 
in our humanity arc permitted to transpierce the mure 
particularity of the individual character and, by virtue of the 
unity thus set up, create a subjective and at the same time 
individual life which supplies its own principle of unity and 
self-identity. 

1 1 mm unable to c»fi«si in two worth the eautiasl pre*«nkcl t*J 
the German frvgm and trtf&gt#. 
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Such a condition is all important* and we must now ad¬ 
vert to a number of artistic compositions* more particularly 
of later times, in express relation to it 

In the ' f Cid ”of Corneille, for example* die collision between 
the opposing principle of love and honour is a match* no 
doubt, of brilliant effects* A pathos of this kind, involved 
a* it is in the opposition of distinct forces may* no doubt, 
be the operative (pound of Conflicts; but when me find such 
portrayed as the spiritual struggle of one and the same 
character, though such antagonism may very readily supply 
us with the material for brilliant rhetoric and elective mono¬ 
logue, the cataclysm which is here presented in the emo¬ 
tional life of one person driven rhus by turns from its ab¬ 
stract subjection to honour into the equally abstract one of 
love* and forthwith hounded back again, is not favourable to 
the portrayal of a character of genuine stability and homo- 
geneousness. 

It is equally inconsistent with the delineation of resolute 
personality when a leading character* already under the pre¬ 
dominant influence of sonic specific pathos, is portrayed as 
one overmastered by the direction or persuasion of a sub¬ 
ordinate character, such is thus enabled to shift the respons¬ 
ibility upon other shoulders. This is wIulC actually takes 
place in the 4i Phedra ” of Racine when the mind Of Pliedra 
is depicted as entirely motived by the words of Oenone. A 
character of real distinction acts out of its own initiative* 
and will not suffer the views of a mere stranger to bu that 
which determines its owns resolution. Only when action is 
the direct result of its own reflections do we get that clear 
relation between personal initiative and the consequent re¬ 
sult which carries with it the full weight of guilt nr respons¬ 
ibility. 

VVc find yet another type of this in stability of character 
as quite a peculiar possession of the mure recent literary 
output of Germany. It is a type of character in which a 
kind of flatulence in emotion is the rule no less than the 
source. The classic example is the Wert her of Goethe’s 
romance, a thoroughly morbid type of character* without 
any vestige of real manliness such as might carry him be¬ 
yond the egotism of his love-passion. What makes him in¬ 
teresting h the passion and beauty of his emotional life, the 

i v 
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intimate fellowship between hi nisei r and Nature which the 
course of his spiritual experience and the pliability of his 
temperament accentuate. This effeminacy has yet mote re¬ 
cently embodied itself in many other forms of expression 
which descend with increasing rapidity to the lowpit cirde 
of jejune and tasteless egotism. We must not even bruit, 
for instance, to include in our list that illustration of the 
lovely soul which we find in Jacobi's “Woldemar." In this 
romance we are made a present of the glory of emotional 
volubility in all its pretensions. It would be difficult, in¬ 
deed, to cite a better example of the self-deceptive illusion 
of persona! virtue and excellence. Here we have all that 
sublimity and divinity of soul, which relates itself crookedly 
to every possible aspect of the actual world; that type of 
feebleness which is wholly u nable to share in or tolerate any 
portion of the labours or interests of practical life as it really 
is. So rooted is it in its own consciousness of superiority it 
posses everything as unworthy of it on the other side. It is, 
in fact, a peculiar feature of this type of ** lovely soul " that, 
even when face to face with the truly ethical interests and 
wholly sane objects of life, instead of meeting them frankly, 
it retires into the seclusion of itself, where it weaves its own 
threads of finery and passes its time in hatching out its 
exquisite brood of religious and moral reflections. And con¬ 
nected closely with this personal enthusiasm for our super 
abundant excellence, which we set forth in front of ourselves 
with such a brave show, there will always be an intense 
sensitiveness for all other beings who may appear at any 
moment to sympathize with, comprehend, and appreciate 
this beauty of the solitary life. If such fellow-feeling is not 
forthcoming we find the very heart of us troubled to its 
depths and infinitely bruised. We have lost at one stroke 
all humanity, friendship, and love. We are unable to put 
away with whatever act of pedantry or rudeness may be in 
question, some trivial circumstance or stupidity over which 
the vision of any character of breadth or strength would 
pass without a tremor. It whirls away the thought of every¬ 
thing else, and that which is by itself of least significance 
proves to be that which finally most reduces us to despair. 
Such h the source of oil that endless train of melancholy, 
trouble^ heartache, peevishness, sickness, dejection, and 
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poverty of spirit which follows, such the spring of all tho&i- 
self-torturing reflections one on the top of another, that 
cramp and obstinacy, nay T finally, that cruelty of soul, 
through which the wretchedness and weakness of the spiritual 
content of such a type of ‘Moveliness ** consummates and 
decline* itself- No heart that is truly sound can wish to 
unite itself with such an emotional hermitage. For it is a 
fundamental characteristic of all genuine character that it 
carries within itself both the courage and the strength to do 
and to will some actual thing. The interest, therefore, that 
such natures which are for ever revolving round themselves 
may arouse in us is after all an empty interest, and neces¬ 
sarily so despite all the conviction with which such natinea 
may assure us that they belong to a higher and purer 
sphere than our own, a sphere which has revealed to our 
vision that peculiar type of the Divine they have uncovered 
from their secret parts and finally present to us, to borrow 
an apt figure, tn *€giige€~ 

This want of genuine solidity of character appears in yet 
another form where we find the particular manifestations of 
this world of “fine feelings " turned as It ivtrrc upside down 
and hypostalked as independent forces. Much that passes 
for magic, magnetism, spiritualism, the apparitions of rfair- 
vo/an&t the morbid condition of sleepy walking, is attribut¬ 
able to this source. The living person in question is placed 
in a relation to these abstruse powers, w hich from one point 
of view identifies him with them, and in another makes 
them appear as something foreign to his spiritual life, which 
determine* and controls it It is assumed that underlying 
these undefined forces there is some inexplicable truth 
which borders on the marvellous, or at any rate passes com¬ 
prehension. From the w'orid of art, however, all such 
powers of darkness should he banished, fn art there is no 
darkness at all, but all is lucid and transparent, and in ad¬ 
venturing after such types of myopy speech merely flounders 
into spiritual disease, or plays loose as poetry with the 
nebulous, empty, and trivial, a good example of which is the 
verse qf Hoffmann, and that piece by Henry von Klust 
entitled the “ Prince of Homburg.'’ 'Hie truly ideal character 
has nothing in his composition, or the pathos which expresses 
it, of another world and its ghosts, but only actual interests, 
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Hi which he finds himself at home. Mere particularly ift this 
feature of dairvoyanu become a trivial and vulgar recipe of 
our more modem poets. In Schiller's 41 Tdl," fm the con- 
trary, when the old Alringhnusen on the brink of the grave 
foretells the destiny of his country,, the prophetic instinct is 
quite in its right place. It is always, however, a misfortune 
for an artist to find himself forced to exchange the sanity 
of a character with some malady of the soul whether it be 
to motive the collision or excite interest- For this reason 
he should only avail himself of the condition of insanity in 
quite exceptional} cases. 

In conclusion we may connect with these distortions of a. 
sane vision, which Are so much opposed to all real unity 
and consistency of character, the principle of our latter-day 
irony. This false theory has betrayed the poet into grafting 
upon his characters qualities so essentially diverse that they 
are incapable of ah homogeneous relation; the essential 
unity of every character is thus confounded. According to 
this theory a character is first presented as characterized in 
a certain way, and immediately after we have that very 
determination converted into its opposite, and the character 
itself is propounded to us ns nothing more than the negation 
of what it was and is. Moreover this Very futility is accepted 
by this irony ns the supreme discovery of art. An audience 
should not, in short, be carried away by an essentially 
positive interest, but should be pulled up at the critical 
moment, much as the irony itself is no sooner launched 
upon anything than it ts olT again. They would even explain 
the characters of Shakespeare according to such a principle. 
We ure informed that Lady Macbeth was art irreproachable 
wife of the tendered reeling, despite the fact that she not 
only falls in with the suggestion of the murder, hut actually 
eggs her husband on to its execution. But if the signet mark 
of Shakespeare is conspicuous on any one quality it is on 
the firm and decisive delineation of his characters, even 
when it is only the formal greatness and consistency of evil 
that is in question. Hamlet, it is true, is a case of mental 
indecision, hut even he is only in doubt as to the way he 
shall carry out his purpose, not at all As to what has to he 
done. Vet nowaday* they would H&rimilatc even Shake¬ 
speare's characters to a world of ghevus, and appear to think 
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tint tills futility and indecision of upi and downs, this 
general squeainisbness 1 in short can by itself contribute to 
out interest. The Ideal, however, is centred in this, that 
Idea is made iWivnL and our humanity is associated with 
such actuality as subject and consequent ]) 1 as a unity which 
is essentially firawooted. 

We may herd, so far at least as this portion of our Enquiry 
is conecfntfl, bring our observations upon the individuality 
which is consistent with real character to a close. That 
which we have mainly sought ta emphasize is a pathos 
which is at once self-determined and essentia], the posses- 
siatt of a rich and complete nature, the spiritual world of 
which such a pathos transfused under such a form that this 
process of transfusion no less than the pathos itself receive 
its artistic presentment. At the same time this pathos most 
not be allowed to come into con diet with itself in the hearts 
of men so as to stultify its very nature and consistency as 
pathos. 


IIL THt EftfLHHAL DmKRMISATlOPt OF TM£ IltfcAL 

Our consideration of the determination of the Ideal was 
in the fir it instance occupied with the general inquiry why 
it was and how it came about that the Ideal ever received 
- at a]I the definite embodiment of a particular form. Follow'- 
ing after this we arrived at the conclusion that inherent pro¬ 
cess was essential to our notion of it, that in fact the element 
Of difference was only by this means agreed within it, and 
tli at this process viewed as a whole is presented us in the 
action* We discovered, however, that in virtue of the action 
the Ideal passes over into actual relations with the external 
world; we have therefore, and this is the third important 
step, to solve the further question what Lind of form this its 
final aspect, as associated with external reality, the Ideal 
will receive under adequate artistic representation. We 
would recall the fact that the Ideal is the Idea under a 

1 It Li not euy ta italic l he tiia LiUcqirrtiLLkm of iwicb a word u 
Apparently this or the nofe <uW term Qttttet/if hove 
llkt iok or t beJicv* thtre U a ’j'nanym for Quaker's 

grow, vi*,, ^tH?cb’2riS*. 
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form which is in union with its own wtmlity. Up to the; 
present point of our inquiry our attention has been exclus¬ 
ively occupied with that aspect or phase of this actuality 
which wo may call in general terms human individuality 
and its character. Man i$, however, also in possession of a 
concrete and externa! existence* In separation from ttfSa it 
is true he concentrates his spiritual life to a point in self- 
consciousness, but he remains for alt that f everrin this sub¬ 
jective unity, immediately related to the external world. To 
the actual existence of mankind the surrounding sphere of 
a world is as indispensable as the protection of a temple is 
to the statues of tile god it contains. And for this very 
reason we must now advert to all or some of those many 
diverse threads, whereby the Ideal is woven in with this 
external environment and is shown in relief against it 1 

This opens to our view a practically immeasurable ex* 
pan&e of relations and modes under which the process of 
the external and relative world is dete rmin ed. For in the 
first place we are confronted at once with the bare facts of 
external Nature such as particular locality, situation, whether 
laabitabte or not, temporal condition, the nature of the pre¬ 
vailing climate, whether in our earth's northern or southern 
hemispheres, and in fact in whatever direction we advance 
we have a fresh picture before us. Moreover, external Nature 
is made use of by man to satisfy his own needs and pur¬ 
poses; and all the ways under which he converts her to that 
use, that is to say the adroitness with which he discovers 
and then equips himself with tools and a home to live in, 
with weapons, with scats to recline upon, carriages to ride 
in, uay t all that the art of cooking may bring with it for his 
food, the entire apparatus of his luxury no less ih;m his 
comfort, all this and much more fall within the limits of our 
inquiry. Add to this the further and yet more important 
consideration that every man lives within a comprehensive 

1 Und dnrch lie lick kindtt*xkdt&c». The trail ahvitnu hense of 
these words would be: and (i.f., the threads) tarry thcjn&eli'tion through 
It (f,r., externality). P*rhnp* the meaning n thxL the relations in. 
tjueslinn not merely unite I he (deal (O the world but ate carried beyond 
(with the Ideal) the natural extenn.1 World into that higher plane of the 
objective spiritual world. In my translation l have praelieaHy evaded 
the difficulty and assumed there (5 either something mining, dr We must 
underWant] I admit, a very har^h change erf subject. 


FINE ART 


r 7 

and equally tea) world of spiritual rabuions, which itself, too, 
presents to hifi view aH the different mode* under which 
command and submission is maintained, that is to *ay the 
family, blood-rdutiomhip, property, country and town life, 
the atihii of religion, the organ ization of defence aitd 
offence, civic and political associations, private society, in 
short every conceivable form tsrider which ethical customs 
and usagesfire organized in the institutions and permanent 
activities which contribute to the actual environment of 
human existence. . 

In a]] the directions enumerated above the Ideal is in 
immediate contact with the reality of the practical world m 
its everyday dress, or in other words, with the commonplace 
prose of life. And impressed by this fact we may easily ba 
led to the conclusion, if we have already accepted the 
nebulous conception of idealism elaborated recently, that 
art can have no alternative but to dissever herself absolutely 
from all connection with this world of relative appearances. 
Such at least can only be logically inferred from a theory 
which assumes that this relation of externality is one of pure 
indifference, or rather, in contrast to the subjective world of 
spirit, is of no substantive significance or worth. Agreeably 
to this view art is a spiritual dominion, whose sole object is 
to exalt us above the sphere of material wants, necessities, 
and dependence, and to liberate us from the logic, and we 
may add the comedy, of facts, which in this field claim the 
exclusive attention of our humanity. For, apart from any 
other consideration, all that meets us upon this ttrm firm* 
of life’s prose is for the most part of a purely conventional 
character, and, conditioned as it is bv time, space, and 
custom, simply a congeries of contingent facts,^ which it is 
derogatory to the nature of art to accept. This view of 
ideality, which is really an illusive one, is in part due to 
one of those highly flavoured abstraction? of our latter-day 
thinking, in which wc merely find that the thinker’s courage 
has failed him to come to terms with the external world in 
question; in nart also it is due to that type of prepossession 
which drives a man to assert summarily his independence 
of practical necessities when the advantages of birth, status, 
and social position have not already effected this for him, 
[■"or such a man the only relief available is a complete with- 
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i.Iinawal into the secret world tthe emotions, a prison-house 
of unreality he steps out of never* Here he remains in 
what he conceives to be the temple of wisdom gating 
ecstatic at what he tale- to be the stars, and naturalJy 
vfilues at the price of a nutshell alt that is found on the 
Earth. *1 he real Ideal, however, is not confined to* the 
shadow-like world of the emotions, but in its perfected whole 
must freely borrow from the definite structure (of external 
objects of sight in every direction. And the reason of this 
is that man himself, whose nature is the central source that 
gives to that Ideal all its significance, is alive, and his life is 
only actual in a particular place and lime, as one with the 
Present, as the individualized type of infinity; 1 and in short 
the opposition of an external garland of Nature is a fund*- 
mental characteristic of his life and its association with him 
and his activity is imperative. Il follows that if this activity 
is to be apprehended by »t t, not merely as belonging to man 
alone, but in the specific form it may take in that world of 
appearance, the mode of its existence there will assert itself 
as the mobility, reaction, and animating force of life itself in 
contact and transfusion with the mate rial complex which 
surrounds It. 

Man is T however, in virtue of his self-consciousness a 
world in himself, 1 and as such is different Sated from ihe 
external world of Nature which confronts him; and this ex¬ 
ternal world is equally with himself d rounded whole whose 
unity asserts itselfm the principle of causality. This self- 
exclusion of these two worlds is, however, orilv apparent; 
they are in their separation essentially related, and it is pre¬ 
cisely this association which constitutes concrete realtiy, 
whose artistic embodiment is the content of the Ideal And 
this brings us once more to (he question already mooted, 
namely, in what semblance or form the external material 
which we find in this mutually related world we have re¬ 
ferred to as. concrete reality J can be presented to us by art 
m a manner consistent with the fdeal of art. 

J Through ^lf-eofl<<kiuMH^ ht h 1»[E the individual abject amt 
I lie wrai oJ an iiiiirtia.? content. 

£)’ts tu'-jukftzv T t talifa i. 

I Itavc amplified lh.il h™ tract to mate it cruiE-e dear id irhieh *f 
the three world-, m„ <*) die u.i,jeclive weffc) in hi aMraerfon, 
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We will once more accept the triple division of our subo¬ 
rn alter, and ermine a work of art front three distinct points 
of view. First\ there is the material of externality accepted 
in the bare abstractness of its forms, such as space* figure j 
time, colour, which we must consider relatively to the artistic 
form most adapted to it. 

we most consider externality in its full and 
actualized frOOCtefcOTCSS, as above explained, a mode of 
reality which imperatively requires in a work of art that it 
should he jn dose affiliation with the subjective content of 
the spiritual life of man immediately related to it. 

TTurrffy, our consideration will be directed to the important 
fact that a work of art is created for the delight of human 
perceptions,, for a public in short, which justly ctaims that 
the objects of art should bring home to it the intef^ts of it 1 ? 
spiritual life, its real beliefs, emotions, and ideas, so that it 
may enter with a genuine response into their artistic pre¬ 
sentation. 

I. The Condition op Extbwulitv in its Stunts 
Abstract ness 

The Idea! in passing out of the hare image of its essential 
form into external or determinate existence secures for itself 
a reality which presents two distinct aspects. From one 
* point of view we see that a work of art discloses necessarily 
in the content of the Ideal the concrete semblance of real 
ity, that is to say it presents that content as a definite situa- 
tion or particular circumstance, action, event or character, 
and presents it moreover in the mode of external tneisttnee. 
From another it is equally obvious that art makes some 
specific and sensuous material the vehicle of the particular 
content in its entirety of all that wc have above sumnrariied; 
it creates in short a new world sensible to eye and car, the 
world of art. Under both Lhesu aspects we may further 
observe that art penetrates to the remotest limits of ex- 
temaiiiy which are compatible with its form as the self- 
including unity of the Ideal and conformable to its appear¬ 
ance as a concrete whole permeated with the energy of 

(i’J the? Cite mil wcrL.I in iLs atetraetititt or, fvitdly. the »<*]■! o: reality, 
in wIvcS* a .inti £ are fuqutally icInLtJ. (he Wlfeet here refers. 
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spirit, 1 A work of art moreuver itself may, as An object 
qualified by externality, bo viewed; in two distinct ways. We 
may regard it simply as an external thing, and as such only 
conformable to a unity that h external in the sense external 
objects are such. In considering it from this latter point of 
view we have once more to consider that relation of external¬ 
ity which we found it necessary tq discuss in our examina¬ 
tion of the beauty of Nature And for this rea^tn we shall 
again have to make use of those specific determinants which 
we previously discussed, and even then primarily in their 
connection with art. '[‘he modes under which external form 
was in the previous section exhaustively considered were 
then treated in a twofold way. First we analysed such con¬ 
ceptions as uniformity, symmetry, and conformity to rule; 
we then examined unity itself regarded as the simplicity and 
purity of the sensuous material, which art makes use of as. 
the external medium for the existence of her expositions* 

<fl) We will start our inquiry by examining the position 
in which we now find ourselves relatively to such conceptions 
as uniformity and symmetry. It is obvious that these, ex¬ 
pressing as they do the entirely lifeless unity of the geometrical 
logic, can by no means exhaust the nature of a work of art 
even when entirely regarded as an external object. Such de¬ 
terminations are only exhaustive in their relation to what is 
in itself lifeless, such ns time and the con figuration of space. 
Confined in this way though they be to the barest forma of 
externality, they are then true witnesses both to the power 
and substance of reason. And consequently we Find they 
assert themselves in a twofold manner even in art- In the 
first of these, it is this very quality of thdr abstractness 
which operates by way of contrast to the living pulse of art, 
which ts forced even in the confines of its sensuous material 
to raise itself over and beyond mere symmetry into the 
freedom of the Ideal. In this process of liberation which 
may be exemplified in the melodies of the art of music we 
do not, however, find that the coniornuty to rule disappears 
altogether, it is merely made subservient as a foundation. In 

1 in Wtkkt die i/t titk iilnie Einkcit dti Ide&h nkkt mtkr ikrsr 
tuskrtUn Gtiitig&it tm» .-i imnninuJktincn faftiMip tit* Lit-., Into 
wWdi (he Klf-eobpSele imity of the Ideal b bo Eongri MjmlJc of wnr- 
irating liy virtue of the Concrete spiriltixihy which it (ructitially is. 
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the second, this principle of measure and rule in its applica¬ 
tion to the indefinite and unlimited is the one and only 
qualifying principle which certain arts can accept owing to 
the nature of the media which those arts make use of. In 
such cases uniformity is itself and alone ntlsed to the ideal 
significance of the art. The principal example of an art of 
this type is that of architecture; and the reason of this is 
that a workof art which is wholly architectonic is directed 
ro the one object of reconstituting, by means of an artistic 
form, that which is essentially the external and inorganic 
environment of spirit. In this art, consequently, all that is 
rectilinear, right-angled, circular, or presents uniformity of 
pillars, windows, arches, piers, vaults, and so forth is the 
dominant principle of unity. 

The artistic structure of architecture is not erected entirely 
as an object in itself, but rather as an external frame, em¬ 
bellishment and local habitation for something else which it 
subserves. A building is not complete until it has received 
the statue of the god of the society of human beings who 
make their dwelling therein. An artistic work, of this kind 
should not therefore receive all or indeed the main, attention* 
Holding this in our minds, it will appear obviously to the 
purpose that uniformity and symmetry should be here the 
prevailing characteristic of the structure; the mind passes 
over very readily one that is throughout uniform, and will 
not trouble itself about it for any length of time- Of course, 
we cannot here discuss the symbolical significance, which, 
in addition to that above examined, may attach to architec¬ 
tural form in its immediate relation to the spiritual content 
it envelops and emphasizes with a positive localization. 
The same principle applies to the art of making gardens, 
which we may define as a specific mode of architecture, in 
so far at least os an artistic conformation is imposed on ex¬ 
ternal Nature.’ In the garden no less titan in the building 
man himself is the main object. There are two distinct 
types in this art of garden-construction. The one adopts as 
its main principle uniformity and symmetry; the other those 


i An obviuu* dLitfoclfon between die aits of architecture and garden- 
conilnlfitfoo ii rtlftt in the former .U the ma(«ruk U*d been 

already mfarmnl by human hands at least where hdLibng W m any ad¬ 
vanced 
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ofvaiictyarni iiregakrilv. As an artistic product the former 
is to be preferred. Labyrinths* however numerous ami in¬ 
tricate, garden-beds in endless alternation of spiral lines, 
bridges over water usually stagnant, with every conceivable 
surprise that gothic church, temples, Chinese pagodas* her¬ 
mitages, urns, summer-houses, mounds, statues may claim 
to afford 115 — One glance and only one glance at such things 
is sufficient, the vulgar and artificial pretensions of it all is 
too patent, and we do not seek for another. It is quite an¬ 
other matter when we cross any itctual situation of real 
natural beauty, which has not at least been exploited ex¬ 
pressly for our enjoyment* 1 and by its own exceptional merit 
makes an irresistible appeal to our love of Nature and our 
sense of her beauty. A garden laid out with strict reference 
to the other extreme of regularity, mokes no such attempts at 
surprises, but permits human beings to appear as the prin¬ 
cipal object in the external framework of natural beauty, 5 
And this is really wtiai a garden should be. Again in the art 
ot printing the principle of uniformity and symmetry is 
clearly visible in the co-ordination of the whole, the group¬ 
ing of the figures, their place and pose in the composition, 
Sut inasmuch ns in painting the animation of life can wsert 
stseh through objects in a far profounder degree than is pos¬ 
sible in architecture we find that it presents much less scope 
for the purely formal unity of the symmetrical, and the rule 
of uniformity tn all its severity is for the most part to be 
traced only as the fundamental principle of composition in 

H-egtl a ictual WI| uld ^etw lo imply dial the- fact i rcmlefl j| 

crewed for ux and enjoy paent Ls detrimental la its lssuiy. 

3 II rateu be admitled thi! thi* supunny Unimex of gardens L. n&l 
very tuf lihft wy, N'> doubt the heat authorities concur JIT the view that 
ihe mil gardeo U more artistic than the Emuiseaite, but hardly on 
I he mail] ground given here. Ijicvitjeape ganlenin^ inch m we fi nd it 
iti oar peat Eogiiili ruuntiy btiiurt hits a real juitlBai ion of jU own. 
AnJ with regard to the reason given Thai a garden should Ik entirety 
Mibjrdinate ta Ihe human object dowre not strike Eieie upon a Weakness 
which 11 to 1 certain client npfkirenl al;o in llmV* theory of the 
arUitic pnrpoK of arehilKlnre- I think it tmm tfesJoutled that though 
Lt ix true the oltfert of both these aril h not entirely for rbrir own baialk 
and iq certain Ga.tW, nul even primarily so, as id the OtAc of ■ <enai,-. 
huuve or OttiMIJ garden, Trhere thu artistic purpose ia 
throughout with ureal deliberation they mif be rtVrfK tally an mJe- 
jradea! work of art; lake the Clw of a Cathedral, for evamofo. « a 
teaily b&utJml ,-111(1 EtcnDOgenermg formal garden. 
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the eirliest phases of art* making way in its more advanced 
forms to the freer line, which is associated in our minds 
with organic form rather than such we meet with in the 
pyramid and similar geometrical shapes. Conformity to rule 
and symmetry are further important factors in the compost* 
tior?of music and poetry. Ow ing to the incident of duration 
in the length of tones we find in these arts an aspect of 
what is inffiittMcally a purely external relation, which is in* 
compatible with any other more concrete mode of presenta¬ 
tion If we take the spatial condition it is obvious that here 
everything which lies in juxtaposition can be seen at a 
glance. It is otherwise with that which occurs in Time. 
Here we have merely a succession of moments, every one of 
which takes the place of another, and in this vanishing pro¬ 
cession they (tow on for ever. And it ts precisely this in¬ 
determinacy which it is the function of musical time or beat 
to inform by adding thereto a red definition capable of uni¬ 
form repetition. In this way the indefinite progression is 
subordinated to a rational principle. In musical time we 
have a power which exerts such a fascination upon us, that, 
so far from being able to treat U with indifference, we not 
uivfrequently find ourselves beating time quite Uncon¬ 
sciously with it while listening. ThU constant recurrence of 
equal lengths of time according to a definite measure has 
nothing to do with tones and their duration as we find them 
in Nature, 'rone simply ns musical sound and limn ab¬ 
stractly regarded* are both of them equally indifferent to 
such uniform divisions and repetitions. Musical time is con¬ 
sequently something wholly created by the human mind; 
and indeed them is more than a suggestion of this in the 
fact that in listening to musical time we are atone* impressed 
with the conviction* that we have, in this control of time ac¬ 
cording to fixed rule, nothing less than a real re flect ion of 
our spiritual nature, or rather that of the fundamental truth 
of self-identity, an illustration absolutely precise of the way 
in which the subject of consciousness applies this very prin¬ 
ciple of uniformity, unity with itself, that is to say* in con¬ 
stant recurrence, throughout all the variety and most intricate 
multiplicity of experience. And it is for this reason that the 
beat of musical time meets with such a startling response in 
the very depths of out being, gripping h»‘!d, as it does, of 
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that selfadentEty, which is the fundamental abstract principle 
Of our inmost life. Considered in this relation it h not the 
spiritual content, not the concrete soul of our emotions, any 
more than it is the musical tone as tone, which appeals to us 
so intimately; it is simply the formal unity which the unity 
of consciousness transfers to the temporal process and which 
is thus reechoed back to our conscious life. And the same 
remarks apply to the measure and rhyme of j fie try. The 
sensuous medium is here, too, in the same way carried out of 
the sphere of that which is external to ourselves, and at 
once asserts there the presence of something over and above 
that which is expressed by our ordinary consciousness, which 
in its general use treats the time-divisions of tones with in' 
difference or caprice. 

A uniformity of simitar character, if not so consistently 
defined, may l»e traced still further, and is involved in the 
living content of poetry itself, although the relation here is 
quite an external one. By this we mean that in an epic 
poem or a drama, both of w hich have their particular sub¬ 
divisions, cantos, or acts, whatever may be the specific term 
applicable, there is an approximate principle of equality ap¬ 
parent in the division of subject-matter. And the same 
characteristic is generally true in the grouping of the subject 
in pictures, ah hough such should not appear to he a neces¬ 
sary result of the nature of the subject-matter itself, nor 
create the impression that this uniform distribution is due 
to any controlling principle of first importance. 

Conformity to mule and symmetry, which ate the abstract 
unity and definition of all that is essentially spatial and its 
configuration no less than of all which is external under 
temporal condition, are mainly the co-ordinating principles 
of quantity and size, as we have already noticed in our con¬ 
sideration of the beauty of Nature, All that which does not, 
in virtue of its own specific medium, 1 strictly form pan of 
external extension, is consequently freed, front the range of 
those principles which assert themselves exclusively in the 
relations of quantity, and are determined through relations 
of deeper significance, and the unity which co-ordinates 
them. It follows from this that the further art embraces 
subject-matter which is independent of the external con- 
i sitmfttf, iubjctt-nuilcr would I* really a £*t<*r word. 
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dititm, so much the less significant the principle of uniform’ 
itjr becomes, in the co-ordination of that art's subject-matter 
.ind ihu more completely is it restricted to a subordinate 
position- 

11 wUS be, perhaps, advisable here to dose the above dis¬ 
cussion of symmetry with a few general observations upon 
harm an }, The relation of harmony is no longer one to mere 
quantity, hit rather one to cnemial distinctions of quality, 
differences of tone, that is to say, which do not persist 
against each other in their native opposition, but as harmony 
or music liave to be brought into concord. In music we find 
that the relation of the tonic to the mediant and dominant 
notes ol the scale is no relation of bare quantity, 1 hut implies 
the presence of tones whose difference is tiwntittfly a quali¬ 
tative difference; which, that is to say, combine naturally in 
a unity, rather than continue to assert their distinguishing 
fim&rt in ail Its glaring antithesis and contradiction. The 
true discord, on the contrary, requires its harmonic resolu¬ 
tion. The same qualitative consistency is to be found in the 
harmony of colour, in reference to which it is likewise arm 
of the requirements of art that it should neither manifest 
itself in a picture as a motley and haphazard juxtaposition 
of pigments, nor as a neutral surface whereon all funda¬ 
mental distinction is dissolved,* but as the artistic expression 
of a whole in which essential contrast is mediated through 
some principle of harm on bus unity. Furthermore, wc ob¬ 
serve that harmony contains in itself a definite number of 
contracted! differences, which have naturally a particular 
significance of their own. Thus we find under the differ¬ 
entiation of colour a definite number known ns the cardinal 
colours, which are primary derivatives of the fundamental 
notion of colour, and are not due to accidental composition. 
Harmony consists in bringing together a number of positive 
colours such as this classification implies, and uniting them 
jn concordant unity- We must, that is to say, have in a 

1 AV/n K'si pumt/rtrm. They art n« like s hsap of simics, for 
cKJmplc be! they p-lics* relation* which qualify each olhcr- us of 
Ci>gxic the heap of lions* will da in w fur u it it (UsiingauheiJ by di- 

Vef M S |hmt( ihi* wiut be lire fflawitig <»r \hw word* ft*rA ah lint aufgt- 

IStlt (J^TUiiifir mfin ft*. 
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picture not merely all the primary colours, yellow, blue,. green, 
and red present, but also a harmonious scheme under which 
they art related; and the old masters have, without direct 
consciousness of the principle involved, paid express atten¬ 
tion to this completeness of effect and arrived at artistic 
results which flowed out of it. And furthermore, fat the 
very reason that we find tn harmony the beginnings of a re- 
lease from the hare condition of iwknulitv it io duly ijujili- 
hed to absorb and express a spiritual content of wider 
significance. We may mark an illustration of this in the way 
the old masters distinguished between the drapery of their 
principal figures and of those of less importance, painting 
that ni the former in elementary colours of absolute purity, 
but only conceding to that ot the rest compound varieties, 

I he mantle of the Virgin Mary is almost always blue ; blue 
in its assuaging sense of tranquillity is accepted a* the 
counterfeit of the repose and tenderness of the heart. It is 
only rarely that we lind her in a drapery of emphatic red. 

{^3 [he second aspect of externality is the relation it oc¬ 
cupies directly in the various materia] which art employs in 
the various media of its presentations. The unity here con¬ 
sists in the clear definition and homogeneousrtcsit of the 
material, which ought not to deviate in the direction of n 
vague characterization and mere confusion, or, speaking 
generally, give us the impression of dirtiness. This deter- 
minacy is also entirely dependent upon the spatial con- ' 
dition, that is to say, upon the purity of its delineation, the 
distinctness of its rectilinear and circular lines, and so on, no 
less than upon a consistent definition of Time such as we 
find in the accurate measure of the musical beat. It depends 
furthermore on the traoslutency both of specific tones and 
colours. In a good picture we shall find that there is nothing 
unclean or "dirty ■ in the colours employed, but everything 
is dear and asserts itself openly for what it is. The direct¬ 
ness of its purity is, in fact, that which constitutes the lovely 
impression of colour upon our sense; and those colours 

8 Oh* u the word Ifefiel usw, but I think h, rawt me it in lb* 
»er»e I have uamLe-ni u, Gray m il^rlt » * very Uamful conipoiinj. 
«nd Ihe subtlety oHta m* is |W which is on* of the tUilineuM1iti^ 
etLVMier^liti of the very greatest culftuuti utth 2,% Tuintt nud 
vtlinp^ 
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which arid most direci in their simplicity, iuch us a yellow 
which haw no dash of green in it, or a red that is wholly in- 
dependtnE of blue or yellow* produce the most emphatic 
effect On the other hand* it is obviously more difficult to 
maintain a harmony of the whole when colours arc thus con¬ 
trasted iu ail their pristine simplicity. Yel in despite of ibis 
these essentially simple colours form the to initiation of every 
true coloutyschertie, and although it may be impossible iu 
dispense with a considerable use of their compounds, even 
those should not be allowed to appear in one dead and dull 
interfusion, but with their simple and luminous derivations 
shining through them] 1 otherwise instead of the clear lam¬ 
bency of colour we shall get nothing but a muddy residuum. 
We shall find that the same thing is necessary in the timbre 
qf musical tone. In the case of strings whether ul metal or 
catgut it is the vibration of the material,, and, moreover, of a 
material of definite tension and length, whirli educes the 
musical note. If the tension is insufficient, ot the length of 
the string which is situek is not the right one* the tone in¬ 
evitably loses Its clearness of definition, rings false, us we say, 
owing to the interfusion with it of other tones. 1 We have 
the same kind of result when a purely mechanical fretting or 
scraping is suffered lo interfere with the purity of the vibra¬ 
tory motion, and so to render the emitted sound confused 
and harsh. In the same way, it is of the first importance to 
the art of singing that the human voice should be produced 
from throat and chest freely and with purest intonation ; the 
voice should be heard without the least indication of its 

! I am Iiut quin; suit that llegcl meant this exactly, tnil it U lie 
doubt whs! an anUt would mean and in water-colour especially it b of 
the uEmtwt importance. Compare the- flesh colour of the artist* such as 
hvut Walla or Titian w»lh that of Leighton. One of the HUM majrrcUaife 
examples I know i* a small picture of Titian, the subject of which 
L> Jlcrodias with the head of John the Uaplisl, In one of the l.alacei at 
ti'jrne. But a modern critic would, api[t from the queaion of dirtiness* 
about which there an be no doubt, -ay that JJcgel itiiwli loo much, 
precisely m Ruskin dufci, OH she superiority of the pUtc hngle colour. 

1 lltgiil appears to be himself ■dif’htJy irKoiietl here. No doubt u 
Siting may nog false if it is not lightly btlcnei Or if loo slack or too 
king it may produce sounds the human car is unable to appreclalc. Bui 
primarily what musicals mean by a string ttugin^ fSiHe, with wolf mite-' 
ami so on. hi due to the hfld material or false composition ot the slnnj; 
llwlC 
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organic instrument, or, a* in the case of hoarseness, with on 
obstructive accompaniment the singer fails to repress. We 
may conclude, then, that this translucency and purity, free 
from all admixture with anything foreign to it, and consistent 
throughout in its clearness, is that which creates the beauty 
of tone as immediately apprehended by our senses, and 
which distinguishes it from every kind of mere noise. And 
we may add further it is this which in human ^ieech con¬ 
spicuously applies to the articulation of the vowels. A 
language which enunciates the five vowels with distinction 
and purity, as is strongly the case in the Italian, is essentially 
musical and adapted to song. The diphthongs, on the con¬ 
trary, always produce a confused tone. In literature little 
attention is paid to the direct reproduction of folk-dialects; 
we find them rather reduced to the simplest form of expres¬ 
sion. In actual speech, however, this clearness of intonation 
only too often entirely disappears, so that we find, and 
markedly so in the case of dialects such as the South Ger¬ 
man, Swabian, and Swiss, men actually speak with an 
articulation of sound it is quite impossible to write down. 
We do not regard this, however, to be necessarily a defect 
in human speech, but rather a reflection of the rawness of 
the common folk. And here we must close our observations 
upon that external aspect of art, which, from the fact that it 
is external, and nothing more, is only capable of receiving 
an external and abstract unity. 

Now according to its more comprehensive definition it is 
the tonenit individuality of the Ideal impregnated with 
reason, which takes to itself externality as the form of its 
embodiment, and, moreover, in such a way that the external 
semblance, which is thus the medium of its expression, is 
throughout suffused with the mind inherent in this concrete 
individual form. In consequence of this such modes of 
relation as uniformity, symmetry, and harmony, or, in other 
words, the more simple determinations of the sensuous 
material are no longer adequate. This defect naturally ex¬ 
tends our inquiry to that second aspect of the external 
determination of the Ideal already stated. 


FISIL ART 


m 

2 . The Coalescence or the Conchete Ideal with 

ITS EXTERNAL ReaUTV 

The fund.!menial truth which we shall endeavour to sub¬ 
stantiate before everything in the matter which now imme* 
dbtely engages our attention is this, that man is under an 
obligation to make himself at peace and at home in the 
environ nv*it of the world; or t to put it rather differently, 
his individuality must live itself into Nature and all the con¬ 
ditions of that external world, and by doing so assert its 
freedom visibly. And, moreover, this must take place in 
such a way that these two related factors, that is, on the one 
side, the entirety of his inward life and the character it 
possesses or displays in all conditions or actions whatsoever* 
and, on the other* that objective entirety of external exist* 
ence which confronts him, must wholly lose the appearance 
of two worlds which are either indifferent to or not homo¬ 
geneous with ' each oilier, and forthwith proclaim them¬ 
selves as harmoniously related and identical in substance. 
This externally objective world must* in so far as it is the 
reality of the Ideal, surrender the semblance of its own 
objective sclf-subsistency and stubbornness* in order that its 
fundamental unity with that to which it supplies the external 
and particular embodiment may be exhibited in truth. 

To establish iht* unity with more condusivpiess we pro- 
jHise now to examine our subject under three different heads 
of discussion. 

Firsts we may investigate the same from the point of view 
that this unity which binds the two factors already defined 
is merely a bond which possesses n<> positive realityC but is 
merely a mysterious and secret connection both in its origin 
and apijearance, by virtue of which our humanity is looped 
together with its environments 

Sr^ofuFy, however, as a deduction from the fact that tt 
is the concrete spiritual life of man and the individuality 

*■ tfirparttit r.t. compcutd ol dittmiU dEUitBlS* BOL tcrtiely MJjuralc 
in position, 

s I think tie eapteisLan fin l&lltJ fflltot rnean ibl* n cr '. pJI 

OiLirw ibe 11 .Lull meaning: is ibat of 0 (Tiettiinfi; patMHial, unreal wed, but 
here 1 think it rather sipuries ■■ not ebjaaivdy or iwlly W* 
iloubi is relation, to the beatU ai dtotUfcian it is- p&leflLuu j.1w. 
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which pertains to it which constitutes the point of de¬ 
parture, or rather the essential content of the Ideal, we 
shall further examine this association, as in truth the crea¬ 
tion of human activity itself and only possible as such a 
creation. 

Finally, we shall prove that this unified world created by 
the human Spirit is itself a complete entirety, which, in the 
determinate form of its existence, is objectively r valid, and 
in essential relation with which ever)* unit of our common 
humanity who is actively engaged with the vital concerns of 
art must infallibly remain. 

In opening our discussion of the position we proposed 
first we would at once point out an important conclusion 
involved in it We have here posited that the environment 
of the Ideal is not directly due to human activity, it can 
therefore only be regarded in this first step of our inquiry 
as something external to man, that is to say Nature. How, 
then, is this something outside man to be exhibited in the 
ideal work of art? We will discuss this at least in its more 
general terms, and here, too, draw attention to three aspects 
of importance. 

(a) In the first place external Nature, so far as the repro¬ 
duction of its external form is concerned, is in every respect 
a reality which is embodied in some definite shape. If our 
representation is in every respect to satisfy really all that is 
implied in this condition it must be the exact counterpart 
of the phenomenal truth of Nature. We have, however, 
already drawn attention to material points of difference be¬ 
tween the truth of Nature and its reproduction by art which 
cannot be disregarded. We may, however, observe that it is 
an almost universal characteristic of the great masters that 
they arc conspicuously true in their delineation and elabora¬ 
tion of the broad facts of Nature. And this is not so much 
due to a love of imitation as it is due to the fact that Nature 
is not merely in a general way the objective facts of a heaven 
and an Earth with humanity suspended, as it were, in a 
vacua between them; but rather that the emotional life and 
activity of man can only be rightly conceived as alive and 
operative in a given place with all its associations of streams, 
rivers, hills, mountains, plains, dales, and forests. Take 
the case, for example, of Homer, who is not at all a poet of 
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the picturesque in natural scenery as we now understand it; 
\vc shall, nevertheless, find even in him the descriptions 
and indications he gives us of actual places or natural 
features such as the rivers Scamander or Simois, the coast 
and bays of the sea and so forth correspond with such truth 
to Nature that geographical investigators only quite recently 
have been able to map out the locality to which he refers in 
entire accordance with his descriptions. The ballad-singers 
of the Middle Ages present a sordid * contrast to him in 
this respect, no less than in their power of depicting char¬ 
acter; the effect of their productions either way is bald, 
jejune and nebulous. Even in the case of the Meister- 
singers, though they versify old biblical stories which they 
locate in Jerusalem and elsewhere, it is little more than the 
bare names which wc get. In the Book of heroes* the effect 
is precisely similar. Otnith rides through the pine-forest, 
fights with the dragon, but it is no world of men or distinct 
locality we can recognize, and our imagination is con¬ 
sequently in this respect left without any support. Even in 
the Nibelungen-lied there is no real increase of local interest. 
It is true the names of Worms, the Rhine, and the Danube 
are mentioned; but practically all further detail is omitted 
and the result is as barren as before. And yet it is clearly 
through this very clearness of definition that our narration 
becomes individual and real; without this it is a mere ab- 
* straction which directly gives the lie to the concrete reality 
it proposes to present. 

(/3) In addition to these fundamental requirements of 
clear definition and correspondence with the natural facts a 
certain elaboration of detail will frequently much assist us 
in presenting the external aspects of a picture which our 
perception or imagination can readily seize. Unquestionably, 
owing to the nature of the particular medium in which the 
several arts express themselves, there will be a marked dif¬ 
ference of range to which, in any particular case, this process 
may be carried. If we take the art of sculpture, for example, 

» Dit traurip BnnMiangrrri. I think the adjective mast here rather 
refer to the contrast than to the nature of the poetry. I presume the 
Minnesingers are referred to. , , , , 

* I do not know what book thia »«, nor have I ere* heard of a hero 
with the name of Otnith . 


3t3 


THE PHILOSOPHY OF 


we shall find that the repose and universality, which arc the 
fundamental features of its characterization, ate less con* 
sisLent with this elaboration of external detail than is the 
case in some other arts. Externality is here neither defined 
as a particular place nor a particular environment, but is 
entirely concentrated upon such details as drapery, arrange¬ 
ment of hair, dress, weapons of war, mode of seat and the 
hkc. Nay more, the actual definition of manyf figures in 
antique sculpture is only obtained through an entirely con¬ 
ventional arrangement of drapery or hair, or other distin¬ 
guishing accessories. This is not, however, the place to 
discuss further the significance of the conventional. It is 
obviously outside the sphere of natural fact and rather 
related to the contingent; or, to put the matter in this par¬ 
ticular case more Fully, it is the means through which we 
arnve at that which is more universal and persistent in our 
final artistic effect. 

As a reverse case to that of sculpture the subject-matter 
of lyrical poetry is pre-eminently man's emotional life; for 
this reason it is not so necessary in this type of poetry to 
fay stress on the detail of actual facts even when reference 
is made to the external world. It is, on the other hand, part 
of the function of epic poetry to state events as actual Facts, 
to be precise a* to the place where actions occurred and in 
what manner they were performed; and, in short, of all 
types of poelry it is the one to which the widest latitude 
and the closest accuracy of local detail is most essential. 
And, furthermore, if wc contrast all (lie aits together in this 
respect we shah find that not one of them is, by virtue of its 
medium, 1 so exclusively occupied with the detail of external 
Nature as that of painting. At the same time we must add 
a word that applies equally to all of them. Whatever the 
definition of Nature may be, it never ought to give the 
erroneous impressEun of Nature's prose reality, that is to say, 
as the immediate imitation of such; nor should that fulness 
of detail, which is devoted to the spiritual aspect oF individual 
life and its events, be carried by enthusiasm out of the 
due relation of its importance to the whole. And generally 
we may affirm of both that such exclusive definition ought 

1 ij? viicutr l<ah tif iu mtithmi amj objecl. J/ttft A 'ntttr 
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not to be all that is anywhere presented, inasmuch as every¬ 
where in a work or art that which is a natural fact should 
only receive its artistic embodiment in dose relation to 
man's spiritual life. ... 

(y) We have here struck the very note we wish particularly 
to trnpliasue. We have already remarked that there are two 
essential conditions to any effective presentation of a real 
personality; we must have before us both the reflection 
of Lhe man's inner life and the natural environment which 
surrounds hire. And in order that this external surround- 
ing appear as one that is truly his own on essential bond 
of relation must be established between him and it, one 
which to a greater or less degree is part of his own spiritual 
substance, where we may, doubtless, cross man) traces of 
contingent matter and yet find the spiritual bed of this 
nexus still maintained. Throughout the entire spiritual 
apparatus of the heroes of Epic poetry, for example, their 
mode of life, that is, opinions, emotions, and all that they 
do we ought tq be able to recognize a subtle homogeneous- 
ness, a harmonious c;i rapport, which fuses the two aspects 
u\ such a life into one concordant whole. The Arab is thus 
united with Nature, and, indeed, apart from his shy, his 
stars, his torrid deserts, his tents, his camels, and his horse, 
is unintelligible. He is only truly himself and at home under 
such conditions. In the same way the heroes of Ossian 
possess in the highest degree an intense inward life: but in 
their very gloominess and melancholy they appear as the 
genuine grow th of their hills of heather, w hose thistle* are 
swept by the wind, of their rain-clouds, mists mountains, 
and dark eaves. The physiognomy of the conditions under 
which they live reveals to us els nothing els? can the secret 
of that inner life of emotion which is lived through with all 
its sadness, mourning, its pains, its b,utk-s and its mist-like 
apparitions in such a natural sellings they are. in short, 
entirely at home in it and in it alone. 

Such considerations supply us with ample ground lor the 
statement we let fall previously unsupported that the sub¬ 
ject-matter of history offers unrivalled opportunities for per 
fee ting this intimate relation between the two aspects ot 
human life we have been discussing, and enabling us to 
carry the same directly into the minutest particulars, \ ary 
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raitfl)- P indeed, are we likdy to find thrit the imagination can 
simply through its own initiative create such a harmony, 
although we ought to fed its presence throughout, however 
httlc it may, in fact, have produced of the raw material it 
combines into artistic completeness. No doubt there is a 
common tendency to rate what we fancy is the free creation 
of imaginative genius above the effort of assimilating in 
artistic form a materia] which is borrowed; but /t h for all 
that quite impossible that the imagination should atone 
create that harmonious tn!tn(r l the unity of the Ideal re¬ 
quires in the consistent and defined form which lies before 
m actual existence, where national traits, to cite the 
examples above, are the veritable growth or such a harmony. 
And here we close our consideration of the principle 
accordant with which we have rendered more dear that 
aspect of the unity of the inner life with its natural environ¬ 
ment which we posited as secret or potential, not at any rate 
directly due to human activity. 

f/d The second phase of this harmonious relation may be 
explained more positively, being expressly due to Titan's 
own activity and his adaptation of means to ends. For man 
adapts external objects to his own uses and, by means of the 
satisfaction which his work supplies, places himself in a 
harmonious relation to them, lit contrast therefore to our 
first indefinite/ and, in fact, entirely general type of har¬ 
monious association the present one is directly concerned 
w]th what is particular, as exemplified in the particular needs 
of man and their satisfaction by his converting to his use 
such natural objects as he may require. The range of his 
wants arid the consequent impulse of their satisfaction is of 
a practically unlimited variety; yet it is nothing in com¬ 
parison with the variety of Nature herself. Simplification b 
therefore inseparable from the task whereby our humanity 
imposes on the facts of Nature its own vital purposes, and 
interpenetrates the external world with its own volitions. In 
this way mar/s environment is humanized; he proves by his 
own acts that it is capable of satisfying his nature and is 
unable to preserve any predominant independence over 
against him. Here at last, by virtue, that h t of bis own pro- 

* Jtmtm irstm AnnrMitytmdix, Thar Uto wy r q rcbiiqn Imkfinfc, 
ln»i r“. ■fi-tiH.I Sv imply mg a fnrtfoei rralkai iSon. 
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ductivc exertion*, we find him no longer in a merely general 
sense of the term, but actually in every detail ol lus par- 
tic alar suneundings a real centre of his own substance and 

at home, _ 

'Hie fundamental concept ton which it is most important 
to emphasize as that which affects art throughout in its 
relation to all we have above considered may be thus stated► 
If wc look*doscly at the relative position man occupies in 
all the Infinite variety of Ins materia! want^ desires,, and 
aims, we shall find that it is not one merely of general 
significance, hut one of actual defieridcitct* "I ho absence 
of freedom implied in this relative position is antagonistic 
to the Ideal; and In order that man may become a suitable 
object For art, he must have already released himself from 
the travail of this enforced condition, and thrown off the 
chains of his dependence^ Moreover, this act of mutual 
accommodation, when we trace it to its origin, may strike 
us in one of two different ways. Either he may conclude 
that Nature in all friendliness on her own part supplies min 
with what he needs, and so far from throwing obstacles in 
the path of his interests and objects, rather freely gives 
them him as one who meets him half way wherever he goes. 
Or, on the contrary, we shall not fail to observe that our 
humanity has wants and desires, whose immediate satis- 
liaction Nature is quite unable to secure* In cases that tail 
* under the second type it is obvious that man can only work 
out the self satisfaction vital to him through his own energies; 
he must take possession of that which Nature possesses, set 
to rights the defects which appear, modify their form, 
removing all that stands in his way with adroitness; and, in 
ihorq convert Nature's mw material into means through 
which ho will bo able to attain all that he propose** Thu 
relation in which the unity between man and his environ¬ 
ment will be most conspicuous must be sought for m an 
example, where there is already a real contact between 
them, where* that is to say, human ability is on such grx>d 
terms with ihe amenability ot Nature that all the severity of 
a conflict between them as unreconciled forces disappears, 
and we have forthwith the completed symphony under our 
eves. 

For the reasons, then, already advanced the ideal province 
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of art must be held secure from the bare necessities 
oi life* Property and the favour of circumstances, in so 
™T a* they supply a condition, under which poverty and 
labour vanish not merely for this or that hour, but for the 
roost part altogether, are for this reason, w u will not say 
^compatible with art, but rather in full concurrent Midi 
the Yet it would only betray a real lack of compre¬ 

hension, if in eases where the conditions of eftr art com 
pdled us to consider the facts of life in all their multifold 
variety, wo nevertheless omitted from our composition all 
reference to the relation in which human life is placed to 
these very natural constraints. It is true enough that such 
are purely finite conditions; but art is not therefore able to 
dispense with them. They must not, in fact, even be 
treated by her as something merely bad. Ii is rather her 
function to reconcile them with the Real in her embracing 
tJ , MCt ' V - Acw ' indeed the finest actions and opinions which 
she reflects on her mirror, if we consider the particular 
lorrn of the detenu ination and content alone/ are neces¬ 
sarily I routed and consequently finite. That I find it neecs 
sary to provide myself with nourishment, food and drink a 
bouse to live in, and clothing to wear, seats to sit upon, 
and everything else incidental to domestic life is no doubt 
an inevitable concomitant of the fact that I live in the 
world; but the life that only 1 myself experience within me 
permeates this external aspect of my life so compktely 
that men are fain to clothe and arm the very gods them¬ 
selves, and to picture them under conditions inseparable 
from a variety of things they sect to possess, and find theft 
satisfaction in obtaining. In short, for art to be possible 
this satisfaction of the necessities of life must be assured m 
us. Or to take an exompk where this is not so, there is 
that of adventurous knights who only secure their immunity 
from external hardship through the continued success of 
their enterprise, which is therefore itself but a contingency, 
m much the same way m the prosperity of savages is con. 


"■*5*'* * "Unk oreciro 
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tingcnt upon the amenities of Nature. The conditions in 
both cases are not favourable to Art. Her true Ideal is not 
merely to be found where our humanity is barely lifted 
above the most rigorous condition of dependence upon the 
smiles or frowns of Nature, but is most of all at home in 
that Superfluity which suffers it in conjunction with Natures 
bounty to expatiate with freedom no less than delight. 

The abo#e remarks are obviously of very general applica¬ 
tion. Two considerations, however, of a somewhat more 
restricted interest may be deduced from them. 

(a) The first of these relates to the kind of use to which 
mankind put the objects of Nature in seeking for a satisfac¬ 
tion which is wholly ncsthetu , or due to some habit of the 
mind. Everything in the nature of ornament and finery, or, 
in general terms, everything that men convert to their use 
for the sake of mere show comes under this head. And the 
point to which we draw attention is this, that when we find 
men thus decorating themselves no less than their im¬ 
mediate surroundings, we ought not so much to conclude 
that all that they thus collect together from Nature’s most 
costly and beautiful storehouse, whatever may most attract 
their eyes in the same—whether it be gold, precious stones, 
pearls, ivory, or precious raiment—that all this unrivalled 
rarity and brilliancy, in short, is that which for its own sake, 
and primarily as a product of Nature, interests them: rather 
their interest in it all is essentially personal, as a thing suit- 
able for the houses they live in, or for that which they most 
love and honour, whether it be their rulers, their temples, 
or their gods. A man selects in this way that which already 
appears to him as externally beautiful, pure translucent 
colour, glitter of metals, fragrant woods, marble, and all 
the rest. Poetry, and particularly Oriental poetry, makes a 
willing use of such wealth, a fact we may even illustrate 
from such a poem as the Nibelungenlied: and generally 
it is true enough that Art in such matters is not merely 
content with a general description of the beauty or value 
of such fine things; but, where the artistic form and the 
occasion allows, will describe such works in all the detail 
of their workmanship with as royal a bounty as the works 
themselves. There was no stint of either gold or iyor) on 
the statue of Pallas at Athens, or that of Zeus at Olympia; 
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and the temples of the ancient gods, the churches of 
Christendom, the pictures of saints, and the palaces of 
kmgs T are notable illustrations among all nations that 
possess any of them, to what kind of service splendour and 
bnl Ej ant show may bo devoted; thus have nations in every 
age delighted in seeing upon their gods the visible presence 
oi ihcrr own wealth, precisely as they have found delight in 
the splendour of their princes as a glory they stiff possessed, 
though ravished from themselves, 

W e all know, of course;, that type of moralist who i* only 
too ready to disturb the vision of such an enjoyment We 
shall, no doubt, he reminded how many poor Athenians the 
uegis of Pallas could have supplier! with a hearty meal, or 
how many slaves con Id have thus been liberated; and, 
doubtless, we most admit that in the case of the ancient 
world, no less than in days more near to our own wealth, all 
that has been lavished on temple, cloister, or cathedral, or 
□liter objects of public utility, has been expended under 
socmi conditions of the direst need to many. Nay, we may 
any such melancholy reflections yet further, and find in 
them a condemnation not merely of particular works of art 
but of Art herself and all that she gives tis. What sums of 
money are involved in the building by the State of an 
Academy of Arts, or the purchase of ancient and modern 
works of art, and the appropriate embellishment of public 
galleries, theatres, and museums I But whatever the effect ' 
or such reflections may be upon us, whether ethical or 
otherwise, suth is, aft^r all, only due to the fact that we are 
once more reminded of those very constraints and hartb 
ships w hose remoral is a vital condition of the appearance 
of 1’Jne Ait The appropriation of a unique sphere in its 
life for the exposition of its, artistic treasures, which standi 
safe above the stress of that reality to which it contributes 
so largely, can therefore only redound to the glory and 
supreme honour of any people, 

Ip) But, further, mankind is not merely interested in the 
adornment of individuals and the environment of their life 
but is actively employed In adapting the objects of Nature 
to us practical needs and purposes, ft h on this plane that 
w'e come into contact for the first time with nil the labour 
ana struggle winch the dependence of our humanity upon 
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the prose of its Unite life implies. And the question muvil- 
.,!>!>' arises* how fir alt that is involved in this practical 
effort is suitable to art!site presentation. 

{,,,,) In attempting some answer to this problem, we 
would draw attention to the historical fact that the earliest 
way pi which Art attempted to banish alt the prose reality 
of human life was the conception of the well-known golden 
age or* if we care to call it so, the idyllic state. In this we 
have Nature depicted as satisfying man's every warn with 
no trouble to himself: while he, for his part, enjoys m a 
state of innocence all that mead, wood, Slocks, _ garden, 
shelter, and so forth, can supply him with iiQuri-slmrent, 
dwelling, and all other comforts incidental to such a life. 
Of the passions of ambition or avarice, indeed oi every 
impulse that may appear to run counter to the nobility of 
man's spiritual nature, we bear no word at all. At first 
blush, no doubt, a state of this description may strike us 
more or less as ideal, and certain types of art, limited in 
their range, may find definite satisfaction in presenting us 
with a picture of it. Gut we have only to penetrate Jutiher 
IjcIow the surface and we shall quickly have enough of such 
a vision. The writings of Gessncr are little read nowadays, 
and when we do read them we find in such little satis¬ 
faction. The Lrtiih is that a restricted state of life, such as 
the above described, presupposes it very elementary stage 
, hi human development. Manhood which has attained to 
any real fulness of spiritual stature is moved by impulses of 
loftier range, and is not likely to l>e satisfied with the life 
which dings closest to Nature and its immediate products. 
In such idyllic poverty of soul no man ought to live* but 
nither to accept his birthright of toil: that which his 
spiritual impulse urges him forward to, that he must secure 
through his own activity. Once regard the matter in this 
way and these very physical wants of man wait be found to 
bring into being a wide and diverse range of activities, 
implanting in him the conscious sense of his own powers, 
from the heart of which the profounder interests and forces 
of his life can slowly unravel themselves. But, at the same 
time, it is necessary'that here, too, the harmonious relation 
between the outward and inner life should be maintained 
as the fundamental principle of artistic presentation. Few 
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things arc more offensive to our aesthetic taste than to find 
in a work of art the severity of some physical disaster por¬ 
trayed through every detail of horror. Dante flashes on us 
the starvation of Ugolino in a few trenchant strokes. When 
a Oerstenberg, in his tragedy of Ugolino, wrings out every 
detail of the catastrophe to the last drop, telling pre¬ 
cisely how first Ugolino’s two sons, and after them their 
father, were done to death by starvation, we feel at once 
that the subject, as thus handled, is cntirely*at variance 
with the principles of fine art. 

(Jifl) We shall, however, find that the condition of life 
which offers the strongest contrast to that we have described 
as the idyllic state, we will call it the generally civilized 
life, 1 presents, though on other grounds, difficulties to an 
ideal expo ition which are equally serious. In a Culture- 
State the complexus of social wants and labour, of interests 
and all that may go to satisfying the same, is throughout and 
in all its comprehensiveness completely evolved. Ever)- indi¬ 
vidual here is immersed in an infinite network of relations 
with other units of the whole, and with so much loss to his 
complete independence. What he himself requires for him- 
self is cither nothing at all, or only, in a quite insignificant 
traction of it, the result of his own labour: add to this the 
tendency of all a man’s normal activities is to become more 
and more mechanical. We find, too, at the heart of this 
industrial development and the interchange of employment • 
and rejection of human labour which it implies, on the one 
liand the most ruthless conditions of poverty, and on the 
other a class which, raised as it is above the bare neces¬ 
sities of existence, stands out in relief as wealthy, entirely 
released from all toil for the sake of a subsistence, able 
at any rate to devote individual attention to the finer in¬ 
terests of life and its pathetic contrasts. No doubt the 
possession of such a superfluity may create an impression 
as though tor the favoured few the constant recurrence of a 
|>osition of dependence had passed away, and a man is just 
so much the more released from the accidents incidental 
to property because his hands arc at length free from the 

' Dtt luiiand dtr allnmttncH HU Jung, not in eujr phrase to tram- 
late: ‘ the culture-Stole perhap* sum* it up most completely. “The 
slate of universal education ” U too indefinite or goes too fiu. 
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grime which soils them in securing it- But such a con¬ 
solatory reflection will never make a man thoroughly at 
home in all that immediately surrounds him in the real 
sense that such is the garland of his own labour. For he is 
the centre of that to the upraising of which he has not him¬ 
self ljecn instrumental; it has come there out of that pro¬ 
vision store which was already full without him, which quite 
other persons and for the most part in a quite mechanical 
and, therefore, formal way have provided, and to which he 
is only introduced after a long series of effort and struggle 
wholly strange to himself. 

(yy) We are consequently led to the conclusion that it is 
rather a third type of human society, a society which wc 
may place halfway between the idyllic golden age and the 
burgher State in its fully developed industrial form, which 
is most fitted to be the subject matter of ideal art- Wc 
have already analysed this state of society in another con¬ 
nection under the description of the heroic and pre-eminently 
ideal world-condition. The heroic age is no longer restricted 
to that idyllic garden of spiritual attenuation, but includes 
within its borders passions and aims of deeper moment; 
and yet withal that which in the circle of the individual life 
touches closest the satisfaction of each man’s immediate 
wants is still the entire product of his own activity. 

Moreover, the means of nourishment such as honey, milk, 
. and wine arc less complex and consequently lend them¬ 
selves more readily to ideal treatment.' A diet which in¬ 
cludes coffee, brandy, and such like luxuries is associated 
in our minds with countless industries which are necessary 
to their preparation. Our heroes, on the contrary, kill and 
roast their own food, break in their own chargers, are the 
makers to a considerable extent of all their household 
gods; ploughs, armour for defence, shields, coats of mail, 
swords, spears, all are either the work of the possessor, or 

* The whole spirit of this muase is a striking witness lo Hegel* 
admiration for classical art. Whether the argument'* bronchi forward 
ore wholly sound when we consider them in connection with the Klin - 
be than drama, for example, may readily admit of a question. At the 
same time, as Hegel himself points oat, Shakespeare unquestionably 
throws the time bock to what is practically a mythical age in at least 
three of hi* greatest tragedies, *• Hamlet," ** Macbeth,’ and above all 
•• King Lear. ' 
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u/e made directly under his supervision. In a condition of life 
of this kind a man necessarily fed* that in all the things he 
makes use of, and in all that encircles him, he is in touch 
with something produced by himself; that in contact with 
external objects he is in contact with bis own substance 
rather than with objects which emanate from a world Stonge 
to himself and outside that in which he is himself master. 

It is, of course, assumed that all the energy he expend!? 
tipon working up the material into form* adapted for his 
list is not so much troublesome labour, hut a work w hich, 
ilirough the satisfaction it brings him, falls easy from his 
shoulders, a work, in short, which he can carry over every 
obstacle to success. 

We find a society of this type in Homer Agamemnon'* 
sceptre is a family staff which his ancestor himself shaped 
from the block and left as an heirloom :o his defendants. 
Odysseus put together with his own hands the mighty bed 
he shared with Penelope; and if the famous weapons of 
Achilles arc no work of his own we only find the various 
and interfused, army of his own activities abated that a god, 
Hephaestus himself, may provide them at the request of his 
mother 'Thetis. In a word, we meet everywhere the youthful 
delight in novel discovery, the freshness of personal posses* 
sion, the victorious sense of enjoyment. Everything is in its? 
place and at home, in everything a man discovers the energ) 
of his ow n sinew, the adroitness of his own hand, the cun- . 
nmg uf his own spirit, or somewhat that follows from hi* 
own courage and bravery. In this way t and by this alone, 
the instruments which satisfy our human sense are not as 
yet relegated to a merely external relation, but men have be¬ 
fore them the living process of the instruments themselves, 
the vital consciousness of the human worth they attach u> 
them; and they find it there Inasmuch as for them they are 
not mere lifeless things or things which habk has made 
lifeless, but creations impregnated with their own cnenpes. 
And for the same reason we find here an idyllic condition 
of things, it is true, but not in that restricted sense of the 
term that the Earth and her streams, seas, forests, and 
cattle supply to mankind their sustaining Substance, white 
man himself is only visible to us as a passive creature limited 
by the active powers which support him and their enjoy- 
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ment. Rather we already see within this moming-titnc of 
human tifu deep interests at work, in relation to which the 
great world itself is but a subordinate realm, the ground 
and the instrument for bringing into being the higher aims 
which are present, as a ground and environment, however* 
over which that harmonious concord, yet withal independ¬ 
ence, of both sides of our human world prevails; and which 
does prcvJH in the sight of all for this reason that every¬ 
thing there exists as the product arid for the use of human 
life, is at the same time the creation and enjoyment of the 
man who creates and enjoys its use. 1 

To apply such a mode of artistic presentation to material 
borrowed from more recent times, whose completed culture 
offers the strongest contrast to the heroic age above-men* 
honed, is always beset with extreme difficulty and liable to 
failure. Vet for all that Goethe in his *' Hermann and 
Dorothea lf has furnished us in this respect with an ad¬ 
mirable masterpiece. Here an attempt will only be made 
to elucidate a few significant points by contrasting the same 
with a composition of similar type, Voss, in his famous 
romance M Louisu, n had depicted on much the same idyllic 
lines our human life and activity in a quiet circle of narrow 
range, if also marked with independent characteristics of its 
own. The country parson, the tobacco-pipe, the dressing- 
w gown, the garden-bench, and finally our coffee-pot, have all 
of them here important parts to play. Coffee and sugar are, 
however, products, which are really here out of place; they 
belong to an entirely different world 'throughout associated 
with all the varied ramifications of commercial and textile 
industries. This circle of country life is consequently not 
self-inclusive. In the beautiful picture of £A Hermann and 

1 tor the element of beauty implied in ordinary craftsmanship, and 
the modem view, prised SO strongly by Willi sun Mortis anti nthee*, of 
ibii aspect of n,rt amt i.t S modem neccMliy, the reader slicsufd peru&e 
IWetior UuMtHplcfr valuable Three Lecture* on .lb the lie t«e 
particularly Lecture II, jp. 6r ft «y»J« 

J E^ert an ad miner of our RUthor must admit, I think, here lhas the 
arcumetit is somewhat overstrained. Thai Head messed ml humour 
BJHJ yet mare irony few will deny who have United him, but al tinies 
" t h<* man with a theory" culture leniisi, u is SO frequently the case with 
otir German cousins, Goethe himself not exceeded, in swallow up *ueh 
unaiivc juices ajlu^elher, 
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Dorothea " we are, on the contrary, under no necessity to 
demand such a consistency. As we already have pointed out 
in another connection, we find interwoven with the main 
threads of this poem, which is, no doubt, in its prevailing 
atmosphere entirely idyllic, the great political interest^ of 
the time, the struggles of the French Revolution, the defence 
of the Fatherland, asserted in a worthy way no less than with 
decision. The more limited scope of family lifeSn a little 
country town is not so presented us as a whole which can 
even possibly remain in total ignorance of that mighty wave 
of the great world under stress of a real cataclysm of events, 
which is the view we are given of the pastor in the " Louise '* 
of Voss. In Goethe’s poem we have, on the contrary, by 
means of the interfusion of these great world-movements, 
within which the idyllic characters and events are portrayed, 
the picture of a life with a typical character of its own set 
in the frame of a world of more significant content; and 
the apothecary, who is here presented as the out-and-out 
Philistine, and who merely lives within the more narrow 
borders of that country life's surroundings, affected by that 
only, is excellently sketched for us with the good heart, but 
at the same time peevish isolation, which we find so natural. 
Add to thus, in that which most closely touches the life of 
the characters thus portrayed, we find a particular emphasis 
laid on the fundamental aspect of this idyllic life as pre¬ 
viously indicated in our former discussion of it. To mention 
one point only, we may observe that the host docs not by 
any means drink coffee with his guests, the parson and the 
apothecary’; on the contrary, to cite a line or two: 

Carefully brought * n the mother the sparkling and glorious red-wine, 
Poured in the clear-cut glories, with runlets all poiuhed of pewter, 
Brought in the green-coloured rummer*, those goblets most fit for the 
Rhine-wine. 

They drink in the fresh air what has been grown at home, 
of the '83 vintage, and withal in glasses that, as home-made, 
arc just the right ones for Rhinc-wine. A few lines further 
on our fancy is yet further kindled with the u streams of the 
Rhine river and its dearly-loved banks,'* and we are even 
introduced to the vineyard of the host behind the house it¬ 
self; and, in short, there is nothing to arrest our attention 
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outside the typical circle of a self-contented life which of its 
own bounty provides for its wants. 

(c) In addition to both these types of human environment 
we must mention yet another in close association with which 
we ^11 necessarily live. It is no other than the universally 
prevailing spiritual surroundings of our life whether they be 
religious, legal, or moral, the organization of the State, that 
is to say.^he constitution of the government, the judicial 
institutions, the family, the institutions of both public and 
private life, and all other social relations. For the ideal 
character is not merely to be portrayed in its relation to all 
that satisfies material wants, but as itself a focus of spiritual 
interests. It is certainly true that all that is truly substantive, 
divine, and essentially necessary in all these relations is 
fundamentally an envisagement of one reality. In the 
objective world, however, the forms under which this real¬ 
ity is manifested are various, and they are, one and all, in¬ 
volved in that which is wholly contingent in particular ex¬ 
amples, and the conventional usages which are only valid 
for definite periods of time and distinct nations. In this 
variety of form all the interests of men’s spiritual life receive 
an external embodiment of reality, with which every man is 
confronted in the customs, usages, and habits of society. 
Every man thereby, in addition to possessing a self-exclusive 
individuality of his own, becomes, in virtue of his association 
with such spiritual realities, even more a member of a whole 
cognate with and vital to himsdf than as a unit of that 
external world of Nature with which he is similarly con¬ 
joined. Speaking generally, we may attach to this spiritual 
association of human life very much the same terms and 
significance wc have already discussed in the foregoing 
sections; consequently we will for the present pass over the 
more detailed consideration of it, whose most important 
features will apply more strictly to another aspect of our 
inquiry, and will then be more appropriately discussed. 

3. The Externality of the Ideal Work of Art in its 
Relation to a Public 

It is therefore necessary that art, as the representation of 
the Ideal, must embody this Ideal in all the relations to 
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external reality we ha%*e above described, and thereby asso¬ 
ciate the inward possessions of character with the objective 
world. A work of art, however much in form it may be a 
self-including and harmonious world by itself, exists none 
the less as such an object, both real and particular, not for 
itself % but for such as behold and enjoy it, that is the Public. 
Actors, for example, in the representation they give us of a 
particular drama do not merely enter into converge with one 
another, but appeal directly to ourselves, their audience; 
and it is equally important that they make themselves in¬ 
telligible under both these aspects. Every work of art is in 
fact a direct appeal to the intelligence of everyone who 
confronts it. Now it is indeed true that the real Ideal, as 
envisaged for us in the universal interests and passions of 
its gods and men, is so far intelligible to everyone as it 
gives us a view of its characters within some typical external 
world of customs, usages, and everything else that character¬ 
istically distinguishes it. But the condition of art we have 
above formulated makes it further necessary that this ele¬ 
ment of external reality is not merely one with which the 
characters thereby represented are harmoniously associated, 
but must be also one within which we ourselves to whom 
the work is addressed feel equally at home. The appropri¬ 
ateness of the external environment to the characters en¬ 
folded within it must apply with equal force to our own . 
attitude of mind in regarding both. But it so happens that 
from whatever period of the world’s history the subject- 
matter of a work of art may be borrowed it will be sure to 
contain essential features, which are quite distinct from 
those which specifically determine other nations and periods. 

In other words artists of every description, whether they be 
poets, pointers, sculptors, or musicians, select subject-matter 
from the Past, which in their particular state of culture and 
intelligence, ethical customs, usages, and the form of their 
government, differ from the civilization of the times they live 
in. Moreover, as we have already observed, this return upon 
the Past possesses the considerable advantage that in having 
thus recourse to memory instead of being face to face with 
all the facts of the present, there is an appreciable diminu¬ 
tion of the material from which the artist selects his subject, 
and this he cannot readily dispense with. At the same time 
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the artist belongs only to his own century, and it is in the 
ethical customs, modes of conception, and generally the 
intellectual outlook of that he lives. The Homeric poems 
Homer, to take him for once as the individual creator of 
both “Iliad ” and “Odyssey," may have actually lived through 
or he may not; but in any case they are at least four hundred 
years later 1 than the time of the Trojan war; and further a 
period twice as long separates the great Greek tragedians 
from the aays of the ancient heroes, who, as translated into 
the atmosphere of their own time, form the subject-matter 
of their poetry. It is just the same in the case of the 
Niebelungcnlied and the artist who finally fused together 
the various saga which that poem contains into one homo¬ 
geneous work. We may no doubt admit that the artist finds 
himself entirely on congenial ground when dealing with 
everything truly pathetic, either in the history of gods or 
men; but the external and actual conditions of that ancient 
world, whose characters and actions he endeavours to por¬ 
tray, have altered in essential features and become conse¬ 
quently strange to him. And further than this a poet creates 
for the sake of a Public, and primarily for his own nation 
and his time, both of which should be able to enter into 
such a work of art with intelligence, and feel at home in it. 
The most genuine works of art no doubt assert a further 
claim to immortality, a hope that they may continue to be a 
source of delight to all times and nations. But even in the 
case of works of the highest class it is none the less true 
that nations and times situated far away from those which 
produced them can only fully apprehend them with the 
assistance of an extensive apparatus of geographical, his¬ 
torical, and it may be even philosophical knowledge and 
the results of much critical investigation. 

Bearing in mind these fundamental, and to some extent 
incompatible differences which characterize the various 

1 I presume the meaning is that the poem in the shape we now have 
it dates mine 400 years after the Trojan war. But it is not very clear 
from Hegel’s language whether he regards i turner as the poet who, as 
in the case of hii example of the poet of the Niebelungcnlied, fuved 
that together or no. For if he did how could he have lived through the 
poems an expression itself which is rather vague, more particularly as 
the better opinion is that they represent a different age thcmwlves. 
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points of view from which a work of art must he regarded, 
the question arises what kind of form relatively lo its ex¬ 
ternal framework of locality, custom, usage, and generally 
any and every' condition of religious, political or ethical 
significance a particular work of art should receive. Should 
an artist suffer his own limes to pass from his mind alto¬ 
gether, and attempt only to secure the substantial appear¬ 
ance of the Past and what actually then existed, |p that his 
work become simply a true portrayal of that; or is he not 
merely justified, but rather under an obligation, to pay art 
exclusive attention lo his own nation and the life around 
him, elaborating his work with express regard to the prin¬ 
ciple that It should stand in buttons ous relation to his own 
times? Or, lo put the same thing in rather more technical 
language, we may propound the problem thus: Is the subject- 
matter of a work of art to he objtctiotfy valid in its content 
as one entirety appropriate historically considered, or should 
such matter be treated subjectively^ that is, in complete sub¬ 
ordination to the artist^ personal standpoint relatively to 
the culture and social conditions of liis own time? We 
would rather observe that both these positions, if thus 
pressed unduly, land us in extreme conclusions equally 
Talse; and we propose now to examine them briefly that we 
may by llidr means elucidate a more satisfactory theory. 

And we would consider three fundamental aspects which 
this problem suggests. We will first examine what is implied 
in the above subjective assertion of the particular culture of 
the artists own time; iteondh\ there is the question what 
may be regarded as exclusively and objectively true when 
we refer to the Past; fk:rdi\\ we have lo consider what may 
still he objectively valid in the true sense, though we still 
have a representation and appropriation or material bor¬ 
rowed from a time and nationality foreign to that of the 
artists* 

(u) Now to start with, if we consider this purely subject¬ 
ive assertion, it is obvious that when we press the position 
closely we arc finally driven to exclude the objective em¬ 
bodiment of the Past altogether* and to maintain that 
artistic representation is exclusively concerned with the 
appearance uf present times. 

<“) Such a result may be doubtless, under one aspect of 
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it, presented by Btcic ignorance: of the Put It is, then h rather 
the result of a nat&ete\ which is unable to feel the contradic¬ 
tion between the object itself and the representation given, 
or at least fails Lo bring the same to consciousness. Such a 
form of artistic presentation is therefore fundamentally dot 
to Jack of sufficient culture. We could hardly wish for a 
more vivid illustration of this than we find in the naive pro¬ 
ductions of Hans Sachs,, who has, no doubt with a vivid 
fresh ness *af imaginative vigour and spirit, as wc may truly 
say, domesticated among us 1 our dear Lord and Father God 
no less than Adam, Eve, and the rust of the patriarchs. 
Here, for example, God the Father is portrayed as teaching 
a school in which Cain, Abel, and the rest of Adam's children 
are the pupils, precisely as any pedagogue of the time might 
have done. He catechizes them upon the ten command¬ 
ments and the Lord's Prayer, Abel knows his iesson as a 
pious and good hoy ought to, C-ainon the contrary behaves 
and replies to his teachers as only naughty and wicked boys 
would think of doing; and when it is his turn to repeat the 
com mandril ones turns them inside out: thou shalt steal, thou 
shalt not honour thy father and mother, and so forth. A 
representation of much the same crude simplicity having 
for its subject the tale of Our Lord's Passion used to be 
carried out in South Germany, was then made illegal, and 
has since once more been resuscitated. In this Pilate is 
portrayed in the character of an insolent, rough, and arrogant 
official, the common soldiers much in the same familiar way 
our own might, offer Christ surreptitiously a pinch of tobacco; 
be disdains it, and they flatten it out on his nose. Vulgarity 
finds all the more Jest in such an incident tor the reason 
that it wholly conforms to its notions of piety and reverence, 
indeed calls up such feelings all the more readily through 
its immediate reference to that which it titids in its own 
world, thereby making more vivid its own sense of devo¬ 
tional fervour. No doubt there is a certain justification for 
this mode of translating, so to speak, the appearance and 
form of objective history into modern equivalents, such as 
we have found in our literature; and wc may even attach a 


1 A wonl of COitftC earned by lle^el. Mule livens, 

th*t K (a -ny. at house in she Xuremtsctg of Han* Sach*. 
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V\nd of greatness to the courage? of Huns Sachs in making 
himself &□ familiar with God Almighty, and those old re¬ 
ligious ideas that without the least vestige of impiety he 
could rivet them deep within the conditions of our most 
commonplace life. At the same time such an attempt is 
none the less a rude intrusion upon our feelings, and* in¬ 
dicates lack of cultivation, inasmuch as it not merely dis¬ 
allows to the object itself a right to assert it&clf m it really 
but forces upon it a mode of appearance so directly con’ 
trary to that which it possesses, that the result cm only im¬ 
press us os an emphatic caricature, 

{£) As an antithesis to the above type of subjectivity we 
find another equally supreme asserting itself out of sheer 
pr:de in Il> own culture under the belief that the views pe- 
culim- to its own times, its ethical customs, and social con¬ 
ventions are those alone worth preservation or acceptance. 
Owing to a bias of this kind it is quite* unable to enjoy the 
content of a work of art until such a form of culture prevails 
in it. An illustration of this latter type is the so-called 
classical good taste of the French school. Even thing that 
is here attempted must forthwith be Frenchified, and all 
that it presents under the form of any other nationality and 
more particularly with any reference to the Middle Ages is 
voted incorrect and barbarous and is cast on one side with 
absolute contempt. Voltaire expressed anything but the 
truth when he said that the French have improved the works 
of the ancient world, Whftt they have done is to nationalize 
them; and by this process of recasting have corrupted them 
with every kind of foreign and angular quality of their own 
that such a taste as theirs could develop to any extent, re¬ 
quiting as it did throughout a culture absolutely bused on 
court etiquette, and a conformity to conventional rule and 
generalization in both the meaning and mode of any dra¬ 
matic work. Indeed, we shall find the trail of this abstrac¬ 
tion of a superfine culture visible in the very diction of their 
poetry* Not a poet among them dare venture to use the 
word avfon, or add their own nomenclature to spoons, forks* 
and a thousand other simple objects. Consequently we have 
roundabout definitions and circumlocutions. We cannot 
have our spoons and forks j we get instead an instrument of 
the hand which conveys our victuals in a liquid or arid state 
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to the mouth; and this by no means stands alone. And with 
all its refinement their taste is vulgar to a degree; for the 
simple truth is that genuine art, so far from planing away 
and polishing its content to one flat and unruffled surface of 
generalities, is most of all anxious to set in full relief all that 
mates toward the well-defined characterization of life. It is 
on account of this very taste that the French can make less 
of Shakespeare than any other poet. And when they have 
attemptedAo work him up to their graces they have clipped 
off from him precisely that portion which we Germans find 
nearest to our hearts. For the same reason Voltaire makes 
merry over Pindar because he has made the remark, hpieror 
pir ca«p.‘ And, consequently, in their works of art they find 
it necessary to make Chinese, Americans, or the heroes of 
Greek or Roman antiquity all speak in one tongue and in 
one manner—that of their French court. Achilles, for in* 
stance, in the ** Iphigenie en Aulide '' is nothing more or 
less than a French prince; and if we had no name to help 

us no one could conceivably discover one particle of Achilles 
in him. It is true that in the theatrical representation of 
this drama he was habited as a Greek, appeared at least in 
helmet and coat of mail; but at the same time his hair was 
curled and powdered, with broad hips through foschen^ 
with red claws worked on shoes fastened on the foot with 
coloured ribbons; and what is more, the “ Esther of Racine 
was expressly popular in the time of Louis XIV, for the par¬ 
ticular reason that Ahasuerus, on his first entrance on the 
stage, copied the appearance ol Louis XIV himself, when he 
entered the great hall of audience. No doubt, in this tran¬ 
script, there was a considerable admixture of the oriental 
luxuriance; but a Ahasuerus he was none the less fully pow¬ 
dered and wearing the royal mantle of ermine, and followed 
by a complete retinue of curled and powdered chamberlains 
got up thoroughly <n habit franfais with their wigs, their 
feathered caps under arm, their vests and hoses of dmpd'or, 
with their silk stockings and red buckles on their shoes. AH 


1 ** Bc*t of all things water." Compare Meredith * exquisite poem 
“Phoebu* with Ad met us," “Water, first of singers oer rocky mount 
and mead,” etc., sl&naa 3. 

• The drama of Racine. . 

* What this word mean* I do not know-po«ibly quill-feather*. 
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iliat the court mid a select circle of the privileged few were 
only permitted to sec dir fado was here open to all daises 
aUke^the tstret q\ the king paraded in the poefs verses. 

I he writing of history in France is riot tin frequently con¬ 
ducted on very much the same principle. That is to say, 
history itself and the real objects of history are not the main 
purpose of the historian, whose interest is rather concen¬ 
trated either on giving the government in vogue ;i lesson or 
teaching others how they ought to detest it T And in the 
same way there are a host of dramas which, either expressly 
throughout their entire content or in passing episodes, divert 
the attention to the events of the day; or, if passages occur 
m pieces which refer to former times presenting anything 
which may bear on matters rif contemporary interest, the 
parallel or the contrast is deliberately emphasised with every 
expression of enthusiasm. 

(y) A third type of this personal treatment by the artist 
of hjs subject-matter may be sufficiently described us the 
separation oi tho same from all genuine artistic form whether 
it be characteristic ol past or present works of art, a mode 
of production in fact which simply presents us with the 
entirely evanescent colour of " the man in the street ' p in his 
ordinary everyday action and vocation without adding 
aught to the sunt In other words we may describe it as 
the bare counterpart af what the man of coinmonsenac is 
conscious in the prosaic facts of life, that and nothing more, 
in such an atmosphere of prose no doubt everyone finds 
himself at home readily enough ; or rather, he will only not 
find himself at home who takes up such a work with some 
definite conception of that which the very conditions of a 
work of art demand, and consequently is aware that it is 
precisely from this type of handling that Art undertakes to 
liberate us. KoUcbue, m his day, obtained all his popular 
effects through compositions of this kind, which aimed at 
nothing else but letting the general public both sec and 
hear life’s troubles and vexations, the pocketing Q f 3 {j ver 
spoons, the riskiug oi the pillory, or, to take particular 
characters, parsons, chamberlains, ensign-bean-rs, secre¬ 
taries, and cavalry-majors, in their naked colours. Everyone 
might here recognize his own household, or, at least, that of 
some relation or friend, might see at a glance where in his 
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own precious circu ms Unices and aims of life the shoe 
pinched. An originality of this sort necessarily fails to stir 
any real sense or idea of that which is the vital content oj a 
work of art* however much it may awake an interest for its 
productions in hearts that are wont to ask lor so little and 
are *o ready to put up with the common places of so-called 
ethical reflections. We may conclude,, then, that the artistic 
presentation of the facts of external reality under any 
one of tbtse three types just examined is subjective in a 
one-sided wav, that is to say, it wholly fails to present us 
with any adequate form of that objective world as it really 
exists, 

(^) We next propose to examine a mode of presentation 
the reverse of the above, one which endeavours to restore us 
the characters and events of the past so tar as may he with 
every local detail of their former environment no less than 
any and every ethical or other particular charac t e rist ic which 
formerly distinguished them. We Germans have particularly 
come to the front in this class of work. As a rule we are, in 
striking contrast to the French* the most painstaking re¬ 
corders of all that is peculiar in nations other than our own, 
and consequently make fidelity to the characteristic usages, 
dress, weapons, and all such antiquarian detail appropriate 
to particular epochs and localities a first requisite of our art. 
Add to this we have the necessary patience to put ourselves 
to no end of trouble in the way of hard study in order that 
we may thoroughly enter into the modes of thought and 
perception which belong to foreign nations and centuries 
distant from our own, and make ourselves thoroughly con* 
versant with all their peculiarities* This power of looking at 
facts from many and diverse points of view in order to both 
apprehend and comprehend the spirit of every' kind of 
national existence makes us not merely tolerant in our art 
toward* ail that strikes us as exceptional ty strange m foreign 
customs, but clamorous even to a painful degree in our in- 
bislcficc that W€ have btforc ns accurate corr^sponclcira 
with objective truth down to the most insignificant detail. 
The French are, no doubt, full of resource and energetic, 
but, however highly educated and practical men they may 
be, such qualities do not increase, but rather diminish the 
patience which they possess for quiet and exhaustive study. 
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Criticism is always of first importance with them. We Ger¬ 
mans, on the contrary, are by nature inclined to accept any 
P'cturc Of real truth for what it is, and particularly this is so 
with foreign works of art. From whatever part of Nature's 
storehouse such may come, whether it is plants or other 
creations of foreign growth, implements of any kind or form 
dogs and cats, even absurdities, we accept them all genially: 
and the result.of this is we are able to be on excellent arms 
vith modes of thought the most removed from oJr own, ay, 
sacrificial customs, legends of the saints and ail the estr^i 
ordinary folhes that go with them, to say nothing of a host 
of other marnls equally surprising. And for the same 
reasons it only appears essentially rational that in attempting 
to represent characters in action we should make their con 
vcrsation and pursuits conformable to their own substance 
that >5 to say, in strict accord with the times when they lived 
and their own national characteristics, whether regarded in* 
dividually or in association with each other. 

This fundamental idea that the objective truth of a work 
of art is established by virtue of the ty pe of historical accu¬ 
racy above described has obtained currency tn comparatively 
recent times, mainly, that is to say, since the literary work 
of fredenck von Schlegel, From that time the importance 
of a first principle in literary criticism has attached to it; 
and further than this, it is asserted that our purely personal 
interest should above all restrict itself to the enjoyment we 
niav derive from historical accuracy of this kind and the life 
it thus reproduces. Once accept these hard and fast rules 
and the conclusion is obvious that are allowed no addi¬ 
tional interest of any superior quality which an enquiry into 
the essential significance of any artistic content may or may 
not provide for m any more than we are permitted to derive 
any interest more vital to ourselves from aspects of such a 
work directly associated with the culture and aims of our 
own times. It is much oti these lines that we find also in 
Germany, where the enthusiasm of Herder in thi$ direction 
started a closer attention on all sides to the « VolksUcd 11 a 
poetic inundation of national folksongs imitating native 
ones of every sort of nationality whether St be the Iroquois, 
latter-day Greek, Lap, Turk, Tartar, Mongol, and many 
another; and, of course, it is assumed to be indicative of 
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nothing less than first-rale genius 1 to possess the power of 
thus diving into the wap and ideas of other folk, and con¬ 
verting all we discover into poetry. At the same time it is 
clear that however completely your poet may work his way 
into and emotionally realize oU this strange kind of world, it 
renftiins and must continue to remain for that public to 
whose enjoyment these songs are addressed as something 
very muefc aloof from it. 

The truth is that such a theory, if pressed to its abstract 
logical conclusion, limits its boundaries solely to the: truth 
of history in its formal accuracy, and by doing so neglects 
all consideration of the nature of Art’s content and ques¬ 
tions relative to its essential significance, just as it disregards 
every aspect of it in which the culture and resources of 
modem thought and contemporary life are asserted. But it 
is as impossible to detach ourselves from the truth implied 
in this theory as it is from equally important truths which it 
neglects; all equally claim satisfaction, and imperatively 
force upon us the necessity of finding a further solution in 
which the claims of historical truth may be reconciled with 
these rival aspects of truth in a very different way to that 
just examined. And this brings us to the third question we 
proposed as to the nature of that objectivity and subjectivity 
which can be fully sustained together as the reality to which 
a genuine work of art conforms. 

(r) The point of essential importance which we should 
before all others wish to emphasize here is this, that 
no one of those various aspects of truth we have above 
indicated should be allowed a predominant significance 
such as would impair the relative force of the others; and, 
further, or rather notwithstanding this, historical accuracy 
pure and simple in external matters, such as local condi¬ 
tions, customs, usages, and social institutions generally, 
must receive in a work of art their due place, if a sub¬ 
ordinate one, it being only right that the interest of mere 
historical truth should give way before that of a vitally true 
and imperishable content for the present no loss titan the past. 

1 Eitt* PTiTJ ‘4 Gtni&KM* First-rate genius n rullu-r loo strung, 
+l takmi of the bights* rank " would be more litoral. W* have m> word 
Ihfti expresses Gtmulifirf. As ihe passage U ironkwJ ] have 1 1 lowed 
"genius“ lo pass* 
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e cannot, perhaps* do better by way of explaining what 
we consider to be the true fomi of artistic representation 
than by setting up En contrast a few samples of some we 
lalctr to he defective. 

(n) Now, to start with, the presentation of the character¬ 
istic features oi a given period maybe entirely just* accurate* 
and impregnated with life, nay more, wholly intelligible to 
a modem audience, and notwithstanding fail m escape the 
ordinary atmosphere of prose, and present us with the real 
substance of poetry. Goethe's "Cot* von KerLichingen M 
will alone furnish us with notable illustrations of this defect. 
U is only necessary to open the book at the first scene, 
which introduced us to an inn near Schwarzenberg in Fran¬ 
conia; the dramatisptrsvnae arc Metrkr, and Sievers sitting 
at a table, two grooms b£ the fire, also the landlord, 

m^utv Antlth ' cr elaH ' D f hmady, Haas* my txjy, Wind good Ch tiacx&n 

I.AtiJJirJ, You carry' a glass that In never fall. 

I V? , io Tell as that dace again about Bcrlirh- 

ait ^ 4 fl,mc «*t there; ay, Etlack as 

The same kind of thing we find in the third Act. 

Gfor &' with a ^Ufr ^iAtA There you have l«u] ATli \ to 

f PF p [ *R m . ^ t**®* wjth hut one half or it, and iJcvU a soi,T -Fall ret 
oIf, Who u like to »ay to your Majesty. that \ a misi ihLs limn , 1 
1 A Une piece of nielali 

tieaw Tht^nun may take another roll] far all I Cart; a L«ve kuiuht 
rtiul a i«a| gowl nim gel through mcnl things, ^ 

T , ™ - L i r a»ri mta J&tj.] Hold lhe apr*m, [Cart U the xwwfoi>.] 
There t <use of those imperial cockles fiftvhog about wilh his musket, 
Olcy tyhtrc we tiave aimed a point too Car, He ika]J have a East* of 
m btllicl, hot too and fresh from the pon, [ *W f J 
Orar^5f. f Props the. ijsmb. ] Ut thc have a look. 

Ltrst. [Firft.} There lies the fool (etc.). 

AH this is exceedingly vivid, intelligible, depicted in per¬ 
fect keeping with the situation and the characters portrayed. 
Vet for all that these scenes arc both trivial to a degree and 
essentially prosaic. All ire get from either the matter or the 
form is just the ordinary man's way of seeing things and 

J Ul ™Hy‘ "there i* tome mktaka 

£1,™ ihti twS “™ 1 P™"«^ "VouTc made * 
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reality as it appears to him or rather all of us to some 
extent We find the same tendency in many another of 
Goethe’s youthful productions, which no doubt were de¬ 
liberately directed against everything which previously had 
passed for the rule of the guild, and which sought for their 
most impressive effect by means of the nearness made clear 
to ourselves, an impression gained by the extraordinary 
grasp with which the poet’s imagination and feeling seized 
upon everything. But the nearness was itself too near, and 
the vital content in part so petty, that such compositions 
ran constantly into mere triviality. We are most conscious 
of this kind of triviality in dramatic works when we see 
them on the stage; it is then that after being worked up to 
some excitement by all the concomitants of a theatrical 
performance, lights, well-dressed folk, and the rest of it, we 
expect to sec something more than a couple of peasants, 
and troopers and a glass of schnapps thrown in.' This phase 
has mainly found its admirers in readers; it never had a 
long run on the stage. 

(5) If we now consider our subject from an opposite 
point of view it may be admitted that we can sufficiently 
make ourselves acquainted with and assimilate the historical 
content of a former mythology and all that is most strange 
to ourselves in earlier conditions of state-life and national 
custom to secure through such an intimacy with the general 
culture then prevailing a varied knowledge of the past. In 
fact, this acquaintance with the art, mythology, literature, 
cultui, and usages of antiquity is the starting point of our 
present system of education. Every schoolboy knows some¬ 
thing about the gods and heroes of Greece and the prominent 
characters in ancient history. It is therefore quite possible, 
in so far as they really enter into the imaginative life of our 


• What would Hegel have said of ihe first scene in the “ Merchant oI 
Venice”? No doubt Shakespeare’a play contains venr much more than 
such scenes, and there is a profound significance in that opening scene. 
for it At once cmphisiics the colliiion of famtluM upon which the entire 
tragedy turns. But is such a defence needed ? There appears to be in¬ 
dubitably a certain deficiency in the above criticism. There u no reason 
that a scene in which a couple of peasant* and two Uoopen are the 
Jramatu ftrstnae should not be infinitely amusing provided a Shake¬ 
speare. or even a Goethe, when he is not in one of hi. dull moods, per- 
forms the office of teaching them how to speak. 
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own times, that we may find enjoyment tn the imaginative 
representation of such diameters and interest*. It is further 
impossible to predict whether or no such an intimacy may 
not be eventualty carried equally as far in the case of the 
Indian, Egyptian, and Scandinavian mythologies, Wc may 
further observe that in the religious conceptions of all these 
pvopl a the L ni vcrsal God is presented. E’h e dote miinatc 
form, however, of such conceptions, that is to say, the par^ 
Ocular gods of Greeqft or India, are no longer tru? for us os 
so personified. We do not believe in then existence, and 
the pleasure we take in them Ls derived from their appeal 
to our im a ginati on. For this reason they stand entirety apart 
I rum our deepest emotional life, and we can imagine nothing 
more empty and cold than such exclamations we hear only 
too often in opera: “ O ye gods! w or “ O Jupiter I H or even 

9 Is]s and Osiris]” And the folly of it all reaches its 
height when we have the wretched saws of oracular wisdom 
thrown in—and the opera can seldom get along without 
them—a position of dignity which nowadays for the first 
time in tragic drama ts occupied by pure folly and d ai r - 
Yuyanre. 

The same criticism applies with equal truth to alt other 
historical material relating to national customs, Iaw.% and 
the like, tiuch historical fact is excellent in Ets way, but it 
belongs to the past; and when it has once ceased to have 
anything in common with present life it necessarily ceases, 
in spile of all our knowledge of it, to belong to us. We 
have, In short, no interest 1 in what has passed*away on the 
mere ground that it once existed. What is historical can 
only truly be said to belong to us when it is the possesion 
of the nation, to which we ourselves belong, or when we are 
able to regard the present as in a general way casualty con¬ 
nected w ith the events in tjuo&tion, to whose continuous 
series the characters or actions represen ted are united by a 
bond of essential membership. For if we carefully consider 

1 ThU mrely go* 1m lir unless ^Interest" Is taken strictly tn mei „ 
static interest which Would appear 1 o be SO from the Cornell Every' 
thing Elat fail once interested or alTected mankind, however reoiare has 
at heart mi historical and antiquarian interest, and I am not m re that 
we ihou d nol 1* right in adding a general human interest, Al T«u,l 
inch IS almost a dogma with a poet of the type of Browning, 
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the matter we shall find that the mere fact of being formerly 
bound together with the same external environment and 
people to which we ourselves belong is not sufficient—rather 
the very part of our nation must present features in still 
closer relation to the conditions, life, and existence of our 
ow»n times. To take an example of what we mean, we find 
ourselves in the Niebelungenlied geographically on a soil 
that belongs to us still, but the Burgundians and King Etxel 
are so alHsolutely cut off from all that touches our present 
civilization and every interest which is now coincident with 
patriotism that, without borrowing anything from the learn¬ 
ing of the subject, it is but simple truth to say we feel 
infinitely more at home in the poems of Homer. 1 Klopstock, 
no doubt, in his enthusiasm for everything that concerned 
the Fatherland, was prompted to substitute his Scandinavian 
gods for those of Hellenic mythology; but, for all his zeal, 
Wotan, Walhalla, and Freja remain mere names for us, 
which appeal to our imaginations and patriotic emotions 
even less than Zeus and his compeers of Olympus, 

The point above all we desire to emphasize is this. Works 
of art are not composed primarily for the mere student or 
the professor, but with the express purpose that they shall 
be intelligible on their face, and a source of enjoyment 
without any one having to undertake first a circuitous route 
of extensive historical investigation. For Art is not ad¬ 
dressed to a small and select circle of the privileged few, 
but to the nation at large. What, moreover, is generally valid 
for a work of art applies also to the external form of the 
historical reality therein portrayed. Such exposition also 
must express itself with clearness open to the common 
apprehension requiring no considerable research to make it 
intelligible, must be clear to ourselves as representations of 
our century and our own (>cop!e, so that we may be able to 
find ourselves entirely at home in it, and not have before 

' I do not know ibe Teutonic poem here referred to. But what about 
Wagner's famous tetralogy? The above arguments, though containing 
mucK that is tree, appear to overlook for one thing the symbolic sig¬ 
nificance of mythological history, and in a certain seme to be lacking in 
sympathy for everything that is not modern or Hellenic. How very 
differently Carlyle, for example, referred to this very mythology, and his 
learning was not profound in the German sense. 
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us a world foreign to that we live in, if not actually un¬ 
intelligible, 

<y) Considerations such as the foregoing have already 
brought us within reach of the truer conception of the ob¬ 
jective truth of art and the mode under which it assimilates 
the materia! of past history- We propose now to offer further 
itlu&trations in support of the same. 

(aa) And we may start at once by drawing attention to a 
characteristic which is comnion alike to the genuine national 
poetry of all peoples End in every period of past history, 
namely, that the historical and formal aspect of that poetry 
is entirely national, that is to say, it retains nothing incon¬ 
gruous to the people for whom it is composed. This Is a 
feature shared alike by the great epics of I ndia, the Homeric 
poems and the Greek drama. Sophocles never made his 
Philoc teles, Antigone, Ajax, Orestes, Oedipus, his choregi 
and choruses speak in the speech and manner that would 
Itave been entirely appropriate to their own rimes. The 
Spaniard! have written their romances of the Cid under the 
same guiding principle, Tasso in his '■ jemsaJem Liberated " 
celebrated the uni venal interests of Catholic Christendom. 
Camoena, the poet of Portugal, depicted the discovery of 
the seaway to the East Indies round the Cape of Good 
Hope, and oil the infinitely various adventures uf the sea 
heroes that made it possible; and these acts of daring were 
the acts of his own people. Shakespeare threw into dramatic 
form the tragic history of his own country and even, a 
Voltaire wrote his “Henriade,” Far indeed have we Germans 
strayed from the path thus marked for us when we hope to 
work up into national epics histories remote from our own, 
which carry no longer with them a national interest of any 
kind. Bodmer'sNoachlde’* and Kloptock’s “Mussias” have 
started a new fashion of their own, ay, as they have over¬ 
turned that old one which taught us that it redounds to a 
nation's glory to have its Homer, to say nothing of its 
Pindar and Sophocles, Those biblical stories, it is true, pre¬ 
sent points of special affinity with the national imagination 
owing to our close acquaintance with the old and new 
Testaments; but thfi historical material in its association 
with ancient custom and the like remains for all that only 
intelligible to the savant, and all the most of us can pick up 
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from such epics is the prosaic interfusion of events and 
characters, which, in such a process of translation, have 
merely some novel form of speech thrust into their mouths, 
and the final result can only impress us as hollow and 
artificial. 

(fifi) At the same lime art cannot be restricted wholly to 
material borrowed from one nation. And as a matter of 
fact the nv>re nationalities have come into contact with one 
another, the more their poets have looked abroad among all 
nations and times for the subject-matter of their poems. 
But however this may be the case, it is none the less an 
error to suppose that the mere fact tliat a poet is able, so to 
speak, to live into times aloof from his own at once stamps 
lum as a man of creative genius. It is more to the point to 
recollect that this historical framework must, in the co¬ 
ordination of a poem, be retained only in strict subordina¬ 
tion, and as a means of expressing that which permanently 
belongs to our humanity. Precisely in this way the Middle 
Ages long ago borrowed much from antiquity, but so abso¬ 
lutely suffused it with the content of its own epoch that, in 
this reflect verging on the opposite extreme, we really get 
nothing from that antiquity but the bare names of Alexander 
Aeneas, and the emperor Octavius. 

First in importance, then, is this permanent condition of 
. tru ? a* 1 * ‘^mediate intelligibility. It will be found an in- 
variable truth that all nations have emphasized precisely 
that in this life which was most agreeable to their artistic 
sense, their desire being always to find what was most in- 
timate to themselves, their life and existence in their art. It 
was this independent flavour of patriotism which Calderon 
worked into such characters as his Zcnobia and Semiramis; 
and Shakespeare in the same way was able to imprint upon 
the most varied subject-matter the hall-mark of his English 
ancestry, although he knew how to presene along with it 
the essential traits of historical characters belonging to 
nations foreign to his own, the Roman for example, in a for 
profounder degree than was possible to the Spanish poets. 
Even the Creek tragedians had their eyes constantly directed 
to the actual conditions of their times and the particular 
city in which they lived. The “ Oedipus Colonus ” in its local 
references is not merely in a peculiar way associated with 
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Alliens hut, by virtue of the fact that Oedipus dies in this 
locality, at once indicates him as this future Preserver of that 
city. In somewhat other associations the 11 Eu includes of 
Aeschylus is, owing to the decisive sentence of the Areopagus, 
marked by an interest of more vital interest to the Athenians. 1 
On the other hand Greek mythology, despite all the varied 
and oft repeated use that has been made of it since the 
revival of the arts and learning, has never fully ctjnie home 
to the general sense of modern emotions and in various 
degrees in the plastic arta and still more in poetry, despite 
its very extensive influence here, has failed to arouse real 
enthusiasm. No one thinks now of writing an ode to Venus, 
Zl-us, or Pallas," Sculpture, it is true, can hardly get along 
even in modern times without the assistance of the Greek 
Pantheon, but for that very reason it is mainly only appreci¬ 
ated by and intelligible to a select circle of cultivated men 
who are either connoisseurs or critics. As one of these, 
Goethe spared no pains iti his endeavour to arouse in con¬ 
temporary artists an enthusiasm which should go so far as to 
imitate the pictured of 1'hilostratus, but fur the most part his 
pains were thrown away. Such examples of the work of 
antiquity, on account of the very ikvoui of pu&t time and a 
life that has vanished, which clings to them, remain as strange 
to contemporary art as. they do to the general public. As 
a contrary example of real success on the part of Goethe we 
may instance the far profounder insight ho has shown us 
during tlm later period of his poetic activity in fusing by 
means of his “ Westbstlichcr Divan f! the colour of the East 
with the poetry that really appeals to us to day, giving to 
the Orient, in fact, its modem embodiment. In this process 

1 The intention of Aochylu* went, of course, much farther than ibis, 
ami the entire play is csscniiilly one grilles fay a ^Launch coitsnTAtfvc 
against modern innovation, 

* It u sLmnjje that Hegel should Lave ventured such a genemlnjilion 
in the face of hi* old friend Holder W* poetry, h i England »( hne 
nocrn-i Have been written snth a* Lady Margarct Sac Willi: : s hymn In 
Dlnnl-Mi- and SwiafeunVi 10 Proserpine. But for a gatA &:-ay ill *U(J- 
purl of Ike main contention 1 know none equal lo Kussdl Lowell’u 
E,.uy on Swinburne'* " Atalantm" I think that both our author ami 
the critic who w minus him somewhat fall to recogniie ihe permniretH 
whether symboliaii nr diteelty JprriUllU, I hat av, incie&Mr.g 
mtniber of men fimfin these Hellenic perton* Ikies, a* LUlUlralnJ En the 
poetry of Meredith, m take the finest flavour of the type. 
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of ass Lin Station he has dearly shorn* himself alive to the Fact 
til at he ts a poet of the West and a German as well, and 
consequently while preserving the fundamental key note of 
the Oriental spirit ill his delineation of characters and situa¬ 
tions to which it was appropriate, was able at the same time 
fully to satisfy the claims of the modern spirit and those of 
his own personality. Subject to such reservations it is un¬ 
doubted ly in the province of a poet to borrow his material 
from remote regions, past centuries and foreign nations* 
maintaining in their broad and mast characteristic outlines 
the historical form of ancient mythology, custom, and in¬ 
stitution. At the same time he will lake care to utilise such 
forms only as the external frame of his delineations, never 
permitting the essential content of such productions to fall 
into any disharmony with the profounder instincts of his 
own native world. As the most extraordinary example of 
this Goethe’s u rpbtgenia ” still stands without a rival 
In their relation to such a transformation the several arts 
dispose of their material very differently., In the love-poems 
of lyrical poetry very little use is made of local associations 
depicted with historical accuracy. The emotional situation 
and the movement of sentiment is here the main thing. We 
receive, for example, in the sonnets of Petrarch a very small 
substratum of natural fact relatively to Laura, hardly any¬ 
thing more than her name, which might just as well have 
been another. Of local interest we get the barest scraps, and 
that entirely of general significance, such as the existence of 
the fountain of Vauduse and things of that kind. Epical 
poetry, on the contrary, requires the greatest detail in its 
natural descriptions, and wo are most readily pleased with 
their historical truth, provided always that iht: picture is 
both clear and intelligible. The use of the external truth of 
historical facts presents the greatest pitfalls to dramatic ait, 
more particularly in reference to its theatrical presentation, 
where everything is directly addressed to an audience, or 
purports to strike upon sense with the vividness of life, 
so that we are willing to recognize and entrust ourselves 
therein with equal directness. Here the delineation of his- 
torical truth in its external aspects must for the most part 
be of subsidiary importance, in fact retain little more than 
the framework of it. It must, in short, remain true to that 
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natural relation we find in love-poetry, in which at the same 
lime that we ate able completely to sympathize with the 
feelings expressed in every way another name is given to the 
beloved than that of the lady most loved by ourselves. 1 It 
does not here in the Least signify whether or no our critics 
fait to discover absolute precision in the picture preheated 
of the particular man nets, culture, and emotional expression 
of the time. In rihakespeart^s historical dramas we find a 
great deal that remains strange to us and of no considerable 
interest. We are contented enough on a mere reading, but 
in the theatre our enjoyment ceases. Critics and men of 
learning no doubt stick fast to their idea that such exquisite 
scraps of genuine history should be presented on the stage 
on their own merits and come down severely upon the 
wretched taste of the public* when it lets us see how bored 
it is over such things. Unfortunately a work qf art and the 
direct enjoyment «c receive from it is in no sense particu¬ 
larly for critics or savants, but for this very public. Critics 
have really no reason to give themselves such airs. They are 
after all but units of this public, arid the mere attention to 
historical detail can be of as little serious interest to them as 
any other memhers of it. For this reason the English now¬ 
adays in their theatrical performances only include such 
scenes from the Shakespearean drama which require nothing 
further to make them dear and intelligible, being happily 
free from the pedantry of nur aesthetic professors who held 
that all that is most remote in historical incident from the 
apprehension of an average audience should be thrust before 
their eyes. It follows also from our view of the matter that 
when foreign dramas are reproduced on the stage the public 
is dearly entitled to have them considerably remodelled. 1 

1 I pre.vi.rat this is I he meaning of unarfr n^rnm Geiithun, but from 
I tie cximple pi ten of Petrarch 4 L^ura one would rather have eipeclcil 
itial il was Ine poet's beloved whose name was not given. III any care 
the sense is rather obscure. 

■ I think it must be admitted that Hegel goes loo far in the other 
extreme. The best lendcncj of our limes k to reproduce Shakespeare 
ii near to the heal ant hcnEicutetl test is possible. Sa doubt etif aclupta- 
tinn esf French plays k in a certain serine an iilitslmtiofi ctf Hegel's erm- 
tenltcm■ S but generally it is roeOjjnixed that where a wgrk j& [:rcnf t as 
few example in the case of our l.*reek plays, i| is far belter to Eti them 
M l he tci selves, and aUeuj|a m* hutching. 
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Even that which is excellent in itself may require some 
alteration. Nri doubt it will be contended that what is eisentb 
ally first-rate art retains its excellence for all times; but a 
work of art has also an aspect of transitory worth, which 
yields to the years., and it is this of course which requires re- 
modelling, As people change so Loo the sense of beauty 
alters; and it is important that the particular public, before 
whom any work is represented, should feel themselves quite 
at ham-!? in the whole of such a work including that aspect 
which derives all its significance from external history. 

It is this conditional acceptance of historical truth which 
at bnee explains and justifies that which is generally known 
in Art as iinaeAronism t and which is usually attributed to 
artists as a serious defect. Primarily such examples of 
anachronism will be found to attach to matters of purely 
external interest. That a Falstaff should talk about pistols 
is no matter of consequence whatever. The case is more 
serious when we have a violin placed in the hands of 
Orpheus, for here the association of such prehisturtcal times 
with an instrument so essentially modern as the violin, one 
which everybody knows was not invented in those days, 
presents too glaring a violation of truth. For this reason it 
is now the fashion in theatrical circles to bestow incredible 
pains and care upon the historical accuracy' of details in the 
matter of costume and the getting up of ll piece, as, for 
example, the infinite trouble lavished upon the historical pro- 
cession in the ,x Maid of Orleans." 1 Such efforts are in the 
majority of cases lost labour, for the simple reason that 
they only concern matters: of relative interest or points that 
might be wholly passed over. The more important type of 
anachronism* has nothing whatever to do with stage costume 
and all that with which stage business is Concerned, but 
consists in making characters express their emotion* and 
ideas, venture upon soliloquies and actions in a form or of 
a substance which absolutely contradicts the conditions of 
their times and culture, their religious and general precon¬ 
ceptions. It b common to apply the conception of natural 
truth to such examples of anachronism, in other words, to 
say that it is unnatural for characters to speak or act other¬ 
wise than they would have spoken and acted in their own 
1 Schiller’* play. 
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days. If we stick, however, too closely to the logie of this 
naturalism we shall only land ourselves in further complies* 
tions/ Far an artist, in depicting the emotional life with all 
that results from it, and the fundamental passions that 
belong to it, being mainly interested in the affirmation of 
individuality, ought not merely to repeat that life under its 
ordinary’ daily dress ; it is rather his business to show every 
true manifestation of pathos in the particular ligjit which 
best reveals its real quality. The whole object of his attain¬ 
ment as an artist Is not merely to understand what is of 
vital significance in the truth he facts, but to be able to give 
it the precise form which will best direct our own eyes and 
ears and heart to his own discovery. To attain this it is 
obvious that he must keep in view the particular culture 
of his own time no less than all its various powers of ex¬ 
pression. In the time of the Trojjan war the kind of speech 
in general use, and indeed the whole fabric of social life, 
was as far removed from the type of culture which is 
reflected on us from the pages of the " Iliad " as the mass 
of the nation and the pre-eminent worthies of the royal 
homes then reigning in Greece were separated from the 
fully developed form of ideas and expression sueh as arouse 
our wonder when we read our Aeschylus, or behold the 
perfected beauty of the style of Sophocles. A violation of 
the so-called “path of Nature" of this kind is in art an 
anachronism implied in her laws. The inward kernel of 
that which she reveals remains unaffected, but the more 
developed power at the artist's command, in revealing and 
disclosing this essential core of his subject, renders some 
change in the mode of its expression inevitable. It is a 
wholly different matter when a modification of this kind 
proceeds so far as to impose ideas and conceptions of a 
later form of the religious and moral consciousness on a 
century or a nation whose entire spiritual out!auk is opposed 
to such more recent conceptions- The Christian religion 
has gathered in its train forms of the moral life, which were 
entirely foreign to the moral consciousness of ancient 
Greece. That inward introspection of conscience, for ex¬ 
ample, ever on the alert to decide the ethical significance of 

1 SfMtftd/tH, tftPti tjut ilivcit [ruth from its jiallt, 
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action, with its accompanying remorse and repentance, first 
appears in the moral culture of a more modem date. The 
heroic character knows nothing of a repentance which sets 
itself in hostility to its past What it has done it abides hy, 
Orestes does not repent of his mother's murder The 
Fortes that rise out of the shadow of his action pursue him, 
no doubt; but the Eumenides are, at the same time, repre¬ 
sented os universal powers, and not as voices that cry out 
to him from his own conscience simply. This very heart and 
substance of a given period of man's history a poet must 
mimiiT, and only when we find him interfusing with this 
central core of reality matter that directly contradicts it is he 
guilty of any truly grave anachronism- In conclusion, then, 
we may say that it h indeed part of the poet's function to live 
into the spirit of past times and foreign peoples, for this 
substance of their life, if it be truly such, remains a pos¬ 
session for atl time; hut to attempt to reflect with every 
accuracy of detail all the definition of that external show 
now buried beneath the rust of antiquity is merely the 
effort of a learning essentially childish, intent on preserving 
wbai is itself shadow rather titan substance. No doubt 
even in this direction, the truth of general outlines should 
be carefully respected, but never lo such lengths as would 
compel art to forfeit her claim of drawing UjKin the fiction of 
her invention, and the truth of fact with equal impartiality. 

(yy) IVe are now in a better condition to understand all 
that is really implied in the assimilation by art of that 
which is strange in the external features of remote history, 
and the true conception of the objativt life of her creations. 
A work of art must primarily enclose for us within its 
embrace the higher interests of spirit and volitional power, 
all that is essentially human, and possesses Teal weight, the 
depths, that is to say, of man s emotional life. The ream 
thing of ail is tlmt ibis embodied eonteni 1 should transpierce 
all purely external conditions of manifestation, should nng, 
as it wore, through all that is less vital in its significance 
this fundamental chord of truth. 1 he real objectivity. 


1 We %iiyuUl nillief have expected ErhaU th*n Gikatt here. Otkaii 
menus, therefore, ibe essential part of the «Urc maiviresttmM* _ 

J Dunk ait dai *mdtn*tittgr tr titubf, rC. through all thal 
wi-rf mechttfiiical- 
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therefore, unfolds as from a sheath, the pathos, that is the 
substantive content of a situation, unfolds, moreover, the 
rich and powerful personality in which the essential phases 
of spirit are alive, and find their realization and expression. 
For such embodiment all that is absolutely indispensable is 
a definition and determination of the real, which is genesally 
suitable to the object thus defined, and which requires 
nothing further to explain it If we have once cot hold of 
such a form unfolded in strict accordance with*our Ideal 
principle, then we have a work of art essentially objective in 
the true sense, and the question whether each and every 
historical detail is justified is of no further importance* We 
have before us a work of art which appeals directly to our 
inner life, and one which is our own possession. Once 
possessed of that, and wc may take as much as we please of 
that element of the form which lay more closely to periods of 
life which have passed; but the eternal foundation is that 
which appeals to all men in all places, which is carried 
forward with a power that never wanes or fails to influence 
us, and it does so because the objective life it reveals is the 
same that abounds in and overflows our own souls. That 
which is merely historical in the appearance is, on the 
contrary, the clement that vanishes; and, in dealing with 
works of art created in days remote from our own, we must 
do our best to resolve the discordance, and, indeed, must 
be fully prepared to blot out from our vision similar defects 
in works that spring from our own times. Thus it is that 
the Psalms of I >avid, with their immortal celebration of the 
Lord in His goodness, and the wrath of His almightiness, 
no less than the profound sorrows of the Hebrew prophets 
as they tace Babylon and Zion, touch men with the same 
force to-day as they did of old time: nay, even a moral 
diatribe, such as is sung by Sarastro in the u Zauberflote," 
may come home to the hearts of us all, including the sons 
of Egypt, owing to the soul and vitality which rings through 
its melodies. b 6 

And we may add that every individual to whom a work 



! 1 ?*» aot certain whether there is a definite allusion here to 
ting in ptftieiilar, or whether the Egypt a r. is taken to signify any 
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of art objective in this, the true sense, is presented, must on 
his part discard his own false prepossessions, wherein he 
merely wishes to find his own idiosyncrasies repeated. On 
the first reproduction of " Wiliam Tell," it appears, not a 
single Swiss among the audience was satisfied. In much 
th$ same way, when the most beautiful love-songs have 
been sung, many another, failing to find therein his own 
passions reflected, has presumed to think the beauty untrue 
to life; jtost as so many more, whose knowledge of love is 
confined to the perusal of romances, have imagined that 
the love-god would only then be their immortal possession 
whe%i they found themselves face to lace with precisely 
the same emotions and situations their favourite studies had 
propounded. 


C. The Artist 

We have, in this first part of our aesthetical philosophy, 
examined as a first step the universal Idea of beauty; we 
then proceeded to inquire in what respects it was defective 
in its existence as the beauty of Nature, and after thus 
clearing the way we were in a position to grasp the complete 
notion of the Ideal as the adequate realization of beauty. 
We developed the Ideal, first, as conceived abstraedy ac¬ 
cording to the general notion of it, and having determined 
that were assisted thereby to elucidate the modes of its 
far titular manifestations. Inasmuch, however, as a work of 
art has its origin in the human spirit it requires the pregnant 
activity of an individual life from which it proceeds, and as 
the creation of the same exists for others, that is, a Public 
which is emotionally receptive. This spiritual and informing 
activity is the imagination of the artist. We have conse- 
quendy now, and this is the third and last aspect of the 
Ideal to which we shall refer, to raise the question how it 
comes about that this product of men's inner world is not 
the direct and native growth * of that world, but receives its 

1 Htrawrtbcrtn iit , ca*t focth, that b to say, a» the natural growth 
of it—as Minerva from the head of Zeus. 
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due form through the creative impulse of particular men, in 
oitidr words, by virtue of the genius and talent yf the artist. 
At the same time we must admit that the question is only 
raised that we may be able to add the statement that it 
realty is excluded from the sphere of scientific investigation, 
or, at the most, we can only furnish a few general remarks 
towards its solution. Vet it is undoubtedly a question 
frequently raised this, namely, from what source an artist 
receives the gift and faculty' of conception and feecution 
with which ho creates his work. We should all of us 
tike, no doubt, to have a ready proscription, a recipe of 
what me must exactly do* what conditions we must imfkuse 
on ourselves to produce something as wonderful. YVc would 
emulate Cardinal von Esie when he asked Ariosto, with 
reference to his raging Roland’ " But, Master Louis, where 
in the world did you get all this damned stuff from?" 
Raphael replied to a similar question in a letter we still 
possess, that he was hunting after a certain idea. 

The more obvious aspects of artistic activity we propose 
to examine under the follow ing heads of discussion; 

iwr/j we will give our definition of the general conception 
of artistic genius and the inspiration it implies. 

Secondly t we will make a few observations on the objective 
character of this creative activity. 

Thirdly t we will endeavour to ascertain in virtue of what 
real artistic criginatity consists. 


r. Ill agin atjok, Genius, and Inspi ratios 

Before inquiring more closely into the meaning of the 
term Jl genius ?l we must obviously limit the field within 
which we propose to discuss it. Genius is an expression of 
very wide connotation, and is used not merely in its applica¬ 
tion to artists, but equally when we refer to great generals 
and kings, .is also to the heroic captains of scientific dis¬ 
covery. For the sake of simplification we would once more 
discuss the distinctions involved under a triple division of 
our subject-matter. 


* 
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(a) The Imagination 1 

Tbii most conspicuous faculty of an artist which arrests 
our attention when we direct it expressly upon the capacities 
implied in artistic productivity is the imagination. And wis 
mi^t be careful here not to confuse it with a visionary fancy 
which is wholly passive. The imagination creates. 

( C d) And t in the first place, we shall find that this creative 
activity tarries with it in possession and endowment a 
peculiar power of grasping reality and the forms it presents, 
all that through the channels of alert eyes and cars imprints 
pictures of infinite variety caught from the external w'orid 
upon the miud + and further implies an exceptionally re¬ 
tentive Memory wherein to store up Lhis varied world of 
innumerable reflections, The artist, therefore, in this initial 
stage of our analysis is not merely thrown back upon images 
of his own creation, but is rather compelled to turn aside 
from the dull level of ideals falsely so called and to boldly 
enter the fields of Nature and Life, To attempt art or 
poetry merely with fanciful ideas of our own is always a 
suspicious way of starting on our journey; for the artist 
must mould his creations from the abundance of his life and 
by no means from the overplus of abstract generalities. It 
is not, as in philosophy, thoughts, but the real external 
forms of what actually exists which furnishes the material 
for artistic production, in contact with this raw material to 
work upon the artist must feel thoroughly at home. Ht 
must have seen much, heard much, and stored away a great 
deal as well; and in i!lustration of this we almost invariably 
find that a great personality is distinguished by a capacious 
memory- All that interests mankind he w ill lay hold of, 
and the mote profound his spirit the more it will enlarge 
the field of its interests in countless directions- This was 
the way in which we find the genius of Clot:the first opened 
its wings, and throughout his life the circle of his spirit’s 
restless horizon broadened and broadened, This peculiargift 

' Ifnagicmlinn a^pcan in me the hest Ira njIaliGEl o( JPlaulaiie* On* 
Ej.tjljib wi.rcl* hum'cvL-r, s«mi rather lu Sic hetwrtrFl It WuJ V*r*Ut/**f> 
Genetically Herd means here wtwl wt mean when we rtfatiogiiUh H 
Iron* fancy [Mn/fifttiiMgjhra/t), though in Huskin'* original and most 
lURratlvc analysis of (lie terms, "fancy" of COUTte impUed a limited 
jiowerorotealive activity rvr it IrMl Uifloali^e activity. 
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of receptiveness, this interest eh the comprehension of facts 
after their true definitions and colour, ihdr steadfast ad' 
hcrencc to die truth of experience is t he first thing we look 
for in a great artist And ibis accurate knowledge of the 
truth of form must be accompanied in equal measure by a 
proved acquaintance with the souls of men, the passions 
that rise in the heart, and everything that it yearns and 
strives for. And, in addition to this twofold armory of know¬ 
ledge, he must understand yet further all the various ways 
that this world of the human soul expresses itself on the 
face of the reality which confronts his senses, transpiercing 
thus the outer veil. 

(fl) But* in the second place, this imaginative power is not 
exhausted with merely receiving that which is presented to 
the senses, or is inferred as the content of the human soul. 
The ideal work of art docs not merely embrace the outward 
semblance of the inward spirit as clothed in the forms of 
its actual existence* but should rather succeed in manifesting 
the essential truth and reason of the real itself. This titmtnl 
of reaswi, as determined in the particular object the artist 
has selected, must not merely be pressed in his own com 
sefousness, as an active influence* but must already have 
been reflected upon in that essential and rich significance 
which brings it into relation with the entire breadth and 
dt:pth of reality. Without reflection no man can grasp fully 
the wealth that is in him, and it is consequently an in- 
separable feature qf any great work of art that everything 
whiuh attaches to it both as a whole and in its detail has 
been long and deeply weighed and thought out. So artistic 
work of real sterling value can be thrown off with any mere 
imaginative /m*t dt fane} We do not* of course, suggest 
that the artist must therefore comprehend in the form of 
philosophical thought this essential core of reason in his 
experience; albeit such Is the fundamental rock upon which 
religion no less titan philosophy and art is based. Philo- 
sophy is by no means essential to his outfit; and, in fact, if 
lie once begins to think >ibout things as a philosopher, he 
busies hirn self with modes of thought which arc diametrically 
opposed to that which should engage an artisFs attention, 

^ t dtr PAntifAtir t V, t., a cattles* facility tt( tmajfniiliirc 
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For what the imagEtiftlioti undertakes lu do and only to do 
is not to bring to consciousness this inner core of reason m 
the lorm of genera] propositions and conceptions, but to 
apprehend it clothed in the concrete form of actual existence 
and individuality. All that ferments within his life the artist 
must reproduce in the body and envLsayemeni, whose con- 
ncolcd picture and general outlines he "has already assimi¬ 
lated from the world outside, making such so far sub¬ 
servient iJ his creative effort that they in their turn may 
participate in the truth of his own substance and enable 
him to crown it with complete expression. In this inter¬ 
fusion of an intelligible content with an embodiment re¬ 
ceived from actual existence the artist will avail himself of 
the ever wakeful circumspection of his reflective faculties no 
less titan the deep resources of emotional life which leave 
the stamp of vitality on his work. It is consequently but 
one more sample of critical aberration to imagine that 
poems such as the Mom eric were introduced to our poet in 
his sleep. Without intelligent alertness, division, and dis¬ 
tinctions of each part as related to the whole, an artist will 
lie unable tq assert his mastery over any form whatsoever 
tlvrt he may wish for; only fools are of the opinion that the 
genuine artist does not in the least know what his hands 
and Senses are about. 

Moreover, the concentration of the artist's emotional life 
on each aspect of bis work is also as necessary to its success 
as the concentration of his mind. For it is mainly through 
I he impression of emotion, which permeates and gives a 
vital colour to the entire work, that the artist asserts his 
claim to the substance and embodiment of his creation as a 
part of his own spiritual substance, as something hc t a given 
personality, may peculiarly call his own. For [be external 
aspect of his work, die mere picture of it as we may say, 
tends rather to place ns outside it and apart; it is the emo¬ 
tional energy it expresses which primarily unties it with 
affinity tn our very souls. Only when thus understood shall 
wc Ik able to realize the truth tint an artist must not 
merely have much looked about him in the world and as¬ 
similated a rich know ledge both of its outward show and the 
very substance of its life, but, further must himself have ex¬ 
perienced many things and great tilings, things that have 
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moved him to tile quick itnd left their life roots in his own 
heart and spirit—he must, as we say, have 11 gone through 
much" and ,+ lived abundantly "—before he will find himself 
able to build from his stores in the concrete types of his art 
something approaching Life's unsounded repletion. And 
this will at once explain and justify the bluster and ferment 
of genius in its youth, as amply reflected in the lives ol 
Goethe and Schiller. But only the age of maturity and 
gray hairs will bring us the perfect work of arl in all its 
rounded ripeness. 1 

(£) Taient and Gertiut • 

This productive activity of the imagination by means of 
which the artist gives, by a process of elaboration to that 
which is essentially rational in its nature, a real embodiment, 
a creation more his own than anything else—this is what is 
usually summarized as genius and talent, 

(«) We have already drawn attention to those character¬ 
istics which are most obviously referable to genius. Genius 
is the general capacity of creating a genuine example of fine 
art no less than the energy implied in the execution and 
elaboration of the same. Moreover, this capability and the 
power which goes with it is essentially the property of a 
human soul; that is to say, self-conscious individuality alone 
is able to create In this sense that a spiritual creation of this 
quality is just what it seta before itself to produce. Critics, * 
intent on closer definition, are wont to distinguish sharply 
between genius and talent. And, in fact, they are not abso¬ 
lutely the same things, although it is necessary to find them 
united in the artist who would give us artistic work of the 
highest class* To be more exact. Art, in so far as it gener¬ 
ally becomes a particular art, and is exemplified for us in 
the real and definite appearance of its products, requires 
various accomplishments appropriate to the peculiar modes 
of Its realization. Such forms of executive versatility we may 
call with propriety talent, as we may say that anyone pos¬ 
sesses a talent for perfect playing on the violin, or anyone 
vise for singing. But a mere talent for this or that can only 

3 It nnau not be overlooked* however* tint, especial] jr in the arts tf 
[milk and palming, getting may lave reached inilurit j at a very early 
period!, is tt.-a.-i the case with Meat!, Rafael, and many another. 
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effect for us anything really good in the, so to speak, in¬ 
sulated nooks and comers of art;' it moreover itself re¬ 
quires for its true perfection something of more universal 
art-capacity as also that soul-animation, something more 
which is essentially the hall-mark of genius. Talent, in short, 
without the vital spark of genius, never gets much beyond a 
purely mechanical facility. 

(/3) It is also an opinion very commonly held that superior 
talent anft genius axe inborn. Here again we must distin¬ 
guish ; for if there is a sense in which this is true, from an¬ 
other point of view it is equally mistaken. No doubt every 
man, by virtue of his humanity, receives at his birth the pot¬ 
ential gifts of religion, thought, and science. In other words 
he would not strictly be a man if he did not already possess 
a capacity to grasp the idea of a Supreme Being, and gen¬ 
erally to become the subject of a thinking consciousness. 
All that he requires to gain these things, in addition to the 
fact of his human birth, are education, culture, and persever¬ 
ance. With art, however, the matter stands differently. Art 
requires specific aptitude/ in which unquestionably natural 
endowment plays an essential part. As, that is to say, beauty 
is itself the Idea realized in that which is apprehended as 
real by the senses, and a work of art embodies the workings 
of Spirit in a form of existence immediately cognized by the 
eye and the ear, in the same way the artist must discover 
and embody the content of his art not in the exclusively 
spiritual form of thought, but within the sphere of sensuous 
perception and feeling, and indeed as creator in actual rela¬ 
tion to a given sensuous material and within the limits of 
the same. This artistic creativeness consequently encloses 
within itself, as an does throughout, the aspect of immediacy 
onisaged with the directness of Nature’s own creations, and 
it is this appearance, which the individual is unable to evolve 
from himself, but has to find it, if he finds it at all, as imme¬ 
diately presented to him. Herein lies the significance of the 
statement, and herein alone, that genius and talent are innate. 

In much the same way the several arts adapt themselves 

* Gotti vtrtinvlUn Stitt. It is a little strange to find such an expres¬ 
sion applied to the arts of violin-playing or singing. But the emphasis is 
not so much on the art as a whole as to the technical aspect of execution. 

* Aniogt, lit., a laying to, an impulse in a certain direction. 
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as by a kind of natural affinity to particular nations. Song 
and melody are, we may almost say, the birthgift of an 
Italian; with our northern peoples, on the contrary, music 1 
and the opera, though seriously cultivated and with great 
success, are as far from being a real home growth as the 
orange trees. The Greeks are conspicuous for the native 
and elaborate beauty of their epic poetry, and most of all 
for the unique perfection of their sculpture. The Romans 
never possessed an art that was in any strict seiLe exclus¬ 
ively their own. All that grew into blossom on their soil was 
transplanted from the gardens of Greece. The art whose 
growth has the widest natural range is that of poetry; and 
the reason of this is that in it we require least to draw upon a 
sensuous vehicle for its expressed presentment. Within the 
province of poctTy the folk-song is most of all native to a 
people and inseparably yoked with their natural conditions. 
For this very reason the folksong breaks into blossom even 
in times of the rudest culture and for the most port retains 
the unconscious simplicity of Nature herself. Of this Goethe 
himself is an example. Though he produced works in every 
type of poetical expression his first songs still go deepest 
and carry least dust from the study. In them, too, there is 
least the flavour of culture. The latter-day Greek is still a 
living witness to a people whose native gift it is both to 
write poetry and sing. Fauriel has published a collection of 
modem Greek songs, taken for the most part just as women, 
nurses, and school-girls were heard singing them, who could 
not for the world understand what he found so wonderful in 
them. And this is a good illustration of the way that we find 
Art and its specific appearance associate itself with a par¬ 
ticular national type. In the same way the art of improvisa¬ 
tion is more than anywhere else the native growth of Italy 
and exemplified there with quite extraordinary talent An 

' Thi» statement is rather surprising frotu a fellow countryman of 
Bach, llandc!, Motart, etc., down to Wagner and Strauss. The ex¬ 
planation appears fir it to be due to the distinction between a national 
impulse toward popular singing which the Italian no doubt possesses, 
and a deep-rooted emotional life which finally discovers its supreme 
mode of expression in the art of insliumental musk as developed by the 
Teuton slock. Standly , it is quite clear, I think, from Hegel’s corre¬ 
spondence that he Had no real sympathy for orchestral iuumc though an 
enthusiastic admirer of opera, particularly Italian opera. 
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Italian will even to-oay improvise for you a five-act drama, 
and not a word of it is committed to memory; all grows up 
out of his experience of human passions and situations and 
the deeply-excited inspiration of the moment. As an example 
we mention the fact that a certain poor improvizer after 
rhapsodizing in this way for a considerable time, and then 
finally trudging off on his round to collect his pence from 
the bystanders in a battered hat, was still in such a fume of 
poetic frenzy that he could not bring his declamations to a 
stop, waved about in fact so lustily with his arms and hands 
that jn the end all the money he had begged was shaken to 
the winds. 

(y) It is thirdly,' a characteristic of genius that it should 
possess, and indeed it is a part of this natural endowment,’ 
facility in creating that which it is impelled to create, and in 
adapting itself to the technical requirements of all the sub¬ 
sidiary aspects of artistic work. We talk, for instance, of the 
fetters with which the verse, measure, and rhyme shackle a 
poet; or, when referring to a painter, of the endless difficulties 
that draughtsmanship, knowledge of tints, chiaroscuro, and 
the rest fling in the way of invention and execution. Un¬ 
questionably a long course of study is a necessary condition 
of success in all the arts, a perseverance that never tires, a 
facility that is continually assisted by repetition; the greater 
the native strength, however, of the genius or superior gift, and 
the richer its resources the less it will feel the weight of its 
effort in securing all the necessary accomplishments involved 
in creative excellence.’ A really first-rate artist has the lust 

' The other two aspects were: (a) That genius it a spiritual activity 
and in its operation offers a contrast to talent, where the personal initiative 
U not so prominent. (£) It has a certain aspect which may be called 
innate. 

1 It is a little surprising to find Hegel tracing technical accomplish* 
ment to the native gift. At least all technical accomplishment has to be 
learned. 

* This is the real point. Whatever ignoramuses may say of the 
“ shackles'* of verse poets know only too well that they supply a 
supreme stimulus to imaginative powers both in virtue of the atmoj- 
phere of music into which they are thus carried and the suggestiveness 
of the words themselves. What Hegel’s analysis appears rather to fail 
in is his perception of the unconscious work in the greatest men when 
working in most inspired moments whether in painting or poetry—the 
extraordinary power of their intuition. 
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of work born in Mm and an imperative impulse akin to any 
Dther natural want to give an is lie form to his emotional and 
imaginative life that ism him. His emotional life and his ideas 
irresistibly run into this artistic mould; he finds as it were the 
instrument already within him made to the hand, so fitted to 
express his soul-life that oil the pains k takes him to left* it 
are as nothing. A musician can thus unfold to us in his 
melodies the dupths or all that stirs and moves his soul and 
only by this means What he feels is at once wafted into 
melody, just as the life of a painter is impressed upon form 
and colour, or that of a poet Is transmuted Into the creations 
of his imagination, that poetry which clothes his ideas m the 
beauty and music of the written word. And this gift of 
vital form the artist does not merely possess as an imagina¬ 
tive power, a phantasy, an emotional impulse " that leaves 
not a wrack behind,” but as a direct stimulus of feeling to 
active enterprise, as a gift, that is, of real executive accom¬ 
plishment, Both of these aspects are united in the real 
artist. What springs to life in his imagination is immedi¬ 
ately alert upon his mobile ringers, precisely as the sudden 
thought of our mind breaks into word from the tips, or as 
our most intimate thoughts, ideas, and emotions ore reflected 
on the outward man and his demeanour. Hernias of the real 
stamp, whenever and wherever found, is easily quit of the 
dim cullies presented by the technical workshop; and indeed 
has found the most beggarly and apparently impracticable 
material to accept and embody as it pleased the inward 
shapes of imagination. No doubt the endowment which the 
artist finds as a direct gift to himself must be kept alive and 
alert by indefatigable recourse to it, but he must also possess 
naturally a practical power of immediate execution. Without 
this all the facility lie may have acquired in imaginative 
conception will never produce an essentially creative work 
of art. The very notion of art demands of as that both 
thing* should go together hand in hand, the productive 
energy of the soul and its technical reaction in the forms 
of art. 

(r) Intp&mtfan 

The activity of the imagination, then, and the power of 
technical execution, taking both together os the inseparable 
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antecedents of a real artist, arc commonly understood as 
inspiration' 

(a) The first question that presents itself to us for solu¬ 
tion with regard to it is under what conditions it arises, as 
to which many different views have been held. 

(*ia) There is, for instance, the strange notion, to some 
extent arising from the general truth of the peculiar intimacy 
with which genius attaches itself to the worlds of conscious 
life and Nature, that inspiration can be conjured up through 
mere excitation of the senses. But making our blood dance 
will not carry us far; we are still a long way off from the 
Mu^&s, despite the champagne bottle Such, at least, was 
the experience of Marmontel, for he tells us that he tried it 
in a wine-cellar with six thousand bottles of champagne to 
choose from; but not a breath of the Muses passed over 
him.* Ay, your genius may be as great as he lists, and for 
all that stretch himself many a time morning and evening 
on the green grass, while the fresh breeze floats over him, 
and stare up into the sky, and not a whisper shall the 
inspired Muses breathe in his car. 

Just as little is it likely that we shall make the 
charmed gates of inspiration spring open by merely present¬ 
ing ourselves before them with a desire to enter. Whoever 
fondly imagines that he is in the right mood to compose a 
poem, or paint a picture, or run off a first-rate melody 
without already possessing the stuff in him to quicken that 
spark into vital form, and has first to hunt about for some¬ 
thing to say, despite all his talent, will find himself no 
better off for his best intuitions, quite unable, at any rate, 
to conceive any complete thing of beauty, or perfect a 
really sterling work of art. Neither the mere tickling of our 
senses nor any act of will or determination can father on 
us true inspiration. To attempt such things simply proves 
that both the emotional life and the imagination have as 


1 No doubt Hegel doe* not use our word “ inspiration " in quite the 
seme it fa usually used, and 1 should have said even less so the German 
word. At the same time wc do apply the won! inspiration to the 
technical execution and most justly where it is used as a distinction. 

* Meredith in a letter to a correspondent expresses the same con¬ 
viction. He even adds that he thinks Schiller's compositions were by 
no means improved by artificial stimulants. 
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yet no real object of artistic interest. When once we have 
the artistic impulse of the real kind, we may conclude the 
interest there has already its fixed seal and object, a content 
that it intends to master. 

(yy) True inspiration consequently is fixed in the presence 
of a specific content, which the imagination takes up* in 
order to give artistic expression to it. It is, in fact, the 
object of this active process of giving form both as inwardly 
made visible to the mind, and as outwardly reproduced in 
the execution of a work of art. Inspiration is equally neces¬ 
sary for both these aspects of artistic activity. The question 
once more presents itself to us, in what way such a material 
will come to an artist, in order to bring about this inspira¬ 
tion. We find many various opinions expressed on this 
head. On the one hand it is frequently required of an artist 
that the material of his work should be drawn up from the 
world within him. No doubt this may be so when "the 
poet sings as a bird from the bough.” His own cheerfulness 
of spirit is then the incentive which enables him to repre¬ 
sent a particular mood of his own as the content of his pro¬ 
duction, and by this very expression of it he gives vent to 
his enjoyment of the same. A song of this kind, straight 
from the heart, 1 is indeed a rich reward. But quite as often, 
however, the greatest works of art are created from the sug¬ 
gestion of objects wholly external to himself. The odes of 
Pindar were frequently the result of direct commissions; 
and, in the same way, the object and subject has times 
without number been given to artists both for buildings 
and pictures, and they have been able to arouse in them¬ 
selves an enthusiasm for such. Indeed, it is only too fre¬ 
quently the express complaint of artists that they have not 
the subject-matter on which to work. Such a reference to 
things outside, and its stimulus to artistic production, 
presents just that relation of the artist to Nature and her 
immediacy which is essential to the notion of superior 
executive gifts,* and is at the same time a condition to the 

* The Germans say, a moj which '* rings straight from the throat,” 
dtr mm dtr Kthlt dnng1. 

* Wthke mm Btariff dtt Talmtt gtki'rt. Talent no doubt to some 
extent includes genius here, but mainly in its aspect of productive 
power. 
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appearance of genuine inspiration. If we consider the artist 
from this point of view, we shall find that it is here that this 
natural endowment relates itself immediately to a material 
already found for him, and through the incentive thereby 
offered him, through the inspiration of actual fact, or as, for 
example, was the case with Shakespeare, through that which 
was presented by old tales, ballads, romances, and chronicles, 
proceeds to embody such material in artistic form, and 
thereby ^generally to express his own personality. The 
impulse to production can therefore be given by something 
entirely outside the artist’s life, and the only condition 
essential to a successful result is that the interest, which 
fixes the artist’s attention should be of real artistic signifi¬ 
cance and that he is able to reproduce the same in all its 
vitality. Such conditions virtually imply the presence of 
rare inspiration. And an artist who is really alive and 
awake himself, by reason of this very vitality of his own 
powers, discovers endless opportunities for actively assert* 
mg the same, and feeling inspired while doing so, oppor¬ 
tunities which pass over other people without similarly 
affecting them. 

(fi) If we ask further, viz., of what precisely this artistic 
inspiration consists, wc may perhaps best describe it by- 
saying that it is the capacity of being entirely absorbed in a 
given subject, a capacity not merely wholly to realize it, but 
incapable of resting until the same is completely minted 
anew, and rounded off in its artistic form. 

(y) Moreover, when an artist has thus entirely appropriated 
his subject, it is but saying the same thing the other way to 
affirm that he must know how to forget his own individual 
idiosyncrasies, and all that accidentally attaches to them; 
he must, in short, on his part lose himself in the matter on 
liand. He must make his artistic personality the pure form 
under which the content he has assimilated is clothed and 
embodied. An inspiration in which the particular individual 
receives too emphatic a predominance and assertion, rather 
than being the vitally active instrument which displays the 
ideal significance of the material worked upon, is an inferior 
type of inspiration. This truth opens the way to a fuller 
consideration of what is generally understood as the objective 
character of artistic production. 
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3 . The Objective Character of the Representation 

(a) In the ordinary sense of the word wc understand 
objectivity to mean that the content in any work of art 
necessarily receives the form of the reality already given, 
and in its artistic embodiment we have the same clearly 
repeated. In this sense, that we desire to sec objective 
truth reproduced for us, we are entitled to call Kotzebue an 
objective poet. In his work we undoubtedly find ordinary 
reality simply as it is again. The object of art is, however, 
more precisely stated, to strip away not merely the appear* 
ance, but the actual content of all that meets us every day, 
and by means of the spiritual activity of the artist most 
personal to himself, to work out that which is essentially 
rational in that content in its really adequate external form. 
Indeed, if we look at yet better examples of art than 
Kotzebue's, such as those we have already glanced at in the 
youthful productions of Goethe, we shall find that this 
realistic type of objectivity can be made essentially living in 
its expression, and by virtue of this quality prove highly 
attractive to ourselves, and yet, on account ol the fact that 
the artistic form remains defective, fail to arrive at the real 
beauty of art. Purely external objectivity, therefore, which 
still lacks the abiding and substantial significance, is not 
that for which an artist should strive. 

(A) A second type of objective realization presents itself 
to us in the case where we find the external is not the 
artistic aim, but the artist has seized hold of his subject 
with all the depth and strength of his emotional life. This 
inward aspect of his work remains, however, so entirely en¬ 
closed within itself and concentrated tlmt it fails to assert 
itself with a clearness thoroughly possessed, or to unfold 
itself in its full truth. The eloquence of pathos simply 
restricts itself by means of illustrations external to it, 
without possessing either the power or the culture to be 
able to present the fulness of that content in an explicit 
form. Folksongs pre-eminently belong to such a mode of 
artistic production. Extremely simple as they are in their 
form, they suggest an emotional life which lies at their root 
of still wider range and depth, but which they are unable 
clearly to express. Their art, in fact, is itself not sufficiently 
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elaborate or complete enough to carry into the light of day 
with transparent reflection all that it would unfold, and is 
forced to rest satisfied with suggesting to our sympathies 
the same by means of an external symbolism. The heart 
remains thrown back and concentrated upon itself, and in 
order to make its life intelligible to others, casts but a 
fainter reflection of its world upon entirely finite and 
external circumstances and phenomena, which, no doubt, 
are tlu*> eloquent in a degree, albeit we receive from them 
only a far-off echo of the emotions and life they would bring 
home to us. Goethe has himself written many quite ex¬ 
quisite songs of this kind. “The Shepherds Lament” is 
one of the most beautiful. In this refrain a heart that is 
broken with pain and yearning still remains silent and 
reserved beneath the purely external traits which would fain 
relieve it; and, despite of this, we hear, as through an under¬ 
tone, all the concentrated depth of emotion it fails to 
express. In the “ Erl-king," and many other of his songs, 
we hear the same tone. This tone, however, we may also 
meet in degenerate form right down to the most futile bar¬ 
barism, unable to grasp cither the essential character of the 
facts or the situation, merely clinging to their most finite 
aspects in all their crudeness and absence of artistic taste. 
An example we may give from the '* Drummer-comrade 
of the boy Wunderhom,” 1 such inanities as “ O thou dwell¬ 
ing house of man, O gallows,” or “ Adjutant sir corporal,” 
expressions which are supposed to move us deeply. When 
on the contrary Goethe sings: 

Dcr Strains, den ich getfluckct. 

Gnkssc Dich vicl tausendmal, 

Ich hat* mich oft gcbucket 

Uod ihn aus Hen gcdruckct, 

Ach, wie vicl tausendmal.* 


1 I do not know the composition and cannot make much of the 
quotations. For all I know TaMbttrt-gtitlltn may be the drummer-boy 
himself. 

1 This translation may pans perhaps: 

“This little nosegay plucked by me 
A thousand times may it greet thee t 
How many thousand times have I 
Bowed over it; how many times 
Pressed it to heart; how many times*” 
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Mrong emotion is suggested in a very different way, which 
brings before our mind nothing trivial or contrary to the 
main idea. What however is, as a rule, defective in this 
particular type of poetical realization is the expression of 
emotion in all its true intensity. This, in the rarest art, 
should not be suffered to remain a depth shut away, which 
merely reflects a distant echo through the external objects 
presented: it should either break forth in its full character, 
or be seen through the vehicle with complete transparency. 
Schiller, for example, brings out his soul in its full strength 
in the pathos of his work, withal a great soul, which pene¬ 
trates to the very core of hts subject, and is able to expross 
its very deepest significance in the freest and most per¬ 
spicuous way through the wealth and music of his verse. 

(r) In conformity, then, with the notion of the Ideal, we 
may conclude that even when wc ore dealing with the mere 
expression of emotional life, we shall never fully establish 
our title to truly objective art so long as any part of all that 
is comprised in the subject-matter, which stirs the artistic 
inspiration, remains still wrapped up within the soul that 
seeks to express itself; rather all that lies there should be 
completely unfolded, and unfolded in a way which not 
merely shall reveal to us the essential soul and substance of 
the content selected, but shall embody it in some com¬ 
pletely homogeneous type of individual art, through which, 
as through a transparency, both soul and substance shall 
radiate. For that which is highest and most excellent is not 
by any means that we are unable to express, as though the 
poet contained in himself still greater depths than those 
expressed on the lace of his work. The work of an artist is 
the consummate fruit of that artist, and reflects precisely 
what he is, and only what he is, and all that remains behind 
in the temple of his soul is a naught or nothing. 1 

3 . Manner, Style, and Originality 

However much it may be imperatively required of the 
artist that he should give to his work an objective character 
such as we have above indicated, this must not make us 
oblivious to the fact that the artist’s production is at the 

1 Ot, at Hegel pots it, "that he is not." 


same time the work of Aw inspiration; it is he alone who 
has, by his entire identification of his personality with the 
specific subject-matter and its artistic embodiment, brought 
into being the entire creation out of the life of his own 
emotional nature and imagination, And it is this identity 
qf the free personality of the artist and the truly objective 
construction of his artistic creation which constitutes the 
third fundamental aspect or his activity as set forth above 
and wHtch we must now shortly consider, in so far as we 
may be thus enabled to unite that which we have hitherto 
sojiarated in our independent consideration of the coneep- 
tidhs of genius and the objective presentment of a work of 
art We may characterize such a unity as the conception 
of true artistic originality* Before, however, we come to 
dose quarters with all that is implied in this conception, it 
is necessary to dearly grasp two points of view already re¬ 
lated to it whose insufficiency we have to expose on the 
ground of their onc-stdedness before a true conception of 
originality can be fully appreciated. These may be suffi¬ 
ciently indicated by the terms *' subjective manner'* x and 
sfyfc, 

(a) T’Ar Subjttth't Manner 

The point of first importance in discussing the meaning 
of the expression a artistic manner 11 is to differentiate it 
fundamentail) from artistic originality. The term H manner," 
in our view, is only used in direct relation to the specific 
and consequently ateidcnfal idfasyncrasiri of the artist, that 
is, merely tn so far as such qualities assert themselves as 
effective in his work without being culled forth by the 
nature of the subject itself and its ideal exposition, 

(u) A manner thus interpreted has no connection with 
the universal types of art, that is to say, types which require 
an essentially different mode of representation, as, for in¬ 
stance, the landscape pinter necessarily treats the objects 
of Nature in quite a different way from that under which a 
historical painter would so treat them; or the epic poet 
would handle similar subject-matter in a different way from 
that appropriate to the dramatic pout. On the contrary, “a 
manner" is a form of artistic expression wholly emanating 

1 Wc -1-louU ralhcr say a pefHlUlI Of individual manner jwditips- 
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Irom a particular individuality, an entirely supposititious 
idiosyncrasy of executive ability which may be carried so 
far as to contradict absolutely the true notion of the IdeaL 
As thus defined " manner r| stands at the bottom of the 
scale among the forms which may characterize an artist's 
general handling. An artist who thus expresses his indir 
v [duality simply gives free rein to any chance notions of 
his own without testing them as subject to the substantive 
claims of art. But it is a fundamental principle of aft that 
it should abolish precisely all that is merely accidental to 
its content no less than to its artistic or rather external 
mode of presentment. And this is only to say that it fe- 
quires of the artist that he should efface from his work all 
traces of purely personal tastes and idiosyncrasies he shares 
with tso one else. 1 

03) And for these reasons we would point out that ‘'a 
manner " of this kind is not so much to be contrasted di- 
rectly with the true exposition of art as to be considered in 
relation to the purely external aspects of art where the 
individuality of the particular mode of treatment comes 
into play. This kind of manner is most conspicuous in the 
arts of painting and music for the reason that these arts * 
present to the artist the widest variety of external character¬ 
ization for him to seize upon and reproduce. What we find 
here is a certain artificial manner of general execution cm 
tirely peculiar to some particular artist and the school of 
imitators or pupils who follow him, which through constant 
repetition degenerates into mere habit. 

(ntij And its tendency is to develop on one of two ways 
in which we may regard the artistic work. First, there is 
the aspect of its composition. To take painting, for example, 
we have alt the variety of ways under which the prevailing 
atmospheric tone, the arrangement of foliage, the contrast 
of light and shade, in short the entire scheme of colour may 

1 1 W Handled Zafattigt* here will) the words H he shares with 

we else. The VUCgestiqn l( that there h Bo warrant or uAtvritifc 
Lo tuvpoit them, 

1 ft is nt hut !Urpkin|; to find Hegel including mmi( here rattier 
tnan Kuleluie of architecture, « pedal Ly the laller, which i«mi i 
cukailj' adapted to JlltislraLe whtt I understand lo be his gCWm] point 

vluW - own illustrations throw nu light tm l he master a s they are 
borrowed! from pauil ttig or poetry. 
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be treated. Most particularly in this feature of the general 
scheme 1 of the colouring and lighting of a picture we find 
that painters permit themselves the most varied freedom of 
individual preference and distaste. Of course such a pre¬ 
vailing tone may appear to us as that we do not find in 
Nature for the simple reason that we have not had our 
attention directed to it although it is really there. But we 
shall often find that such a scheme has simply been adopted 
by thft or that artist on grounds of personal taste or con¬ 
venience,' and it becomes simply a habit in him to use 
everything now as subject to that particular scheme. And 
wtiat we lave observed with reference to colouring is equally • 
tree when applied to the treatment of natural objects, their 
grouping, position, motion, and general characterization. 
This inferior mode of treatment is particularly to be ob¬ 
served in the works of the Dutch school. Take the case of 
Van dcr Neer’s night-scenes and his artificial presentation 
of moonlight, or Van der Goyen’s sand-hills in so many of 
his landscapes. The ever-repeated reflections of light from 
satin and silk stufTs that wc find in so many pictures of 
other masters of the same school are indications of the 
same artificial mode of handling. 

A manner of this type nay be still further traced in 
the execution of other details, the handling of brush or 
pencil, the laying on and blending of tints and many other 
features of executive work.* 

(rr) The general conclusion wc come to, after considering 
all such examples of specialized handling and conception in 
which constant repetition grows at last habitual to, and in¬ 
deed becomes a second nature of the artist, is this, that just 
in proportion os the nonner adopted is more specialized, 

i I presume the difference here alluded to u such a* we may see if 
we contrast the tone of a Correggio, for instance, with that of a Titian or 

a Remlirandi. ... . _ . . . 

* Er kat ikm tkh angttipu*. Lack of artistic power u the nuun 
factor in an artificial style. Though there are doubtless many example* 
of men forced to paint in a way much below their true powers to obtain 
a living. But it must be admitted Hegel does not express himself very 
dcativ. Individuality of handling is essential to a great master. The 
real point is that it should not crystallize into a habit, as in the 
Bologna school of painters. 

* “ Artificial" would perhaps come closer to the n>ax». 
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there is an increasing and dangerous tendency for it to do- 
generate into that which is nothing more than a soulless 
and consequently arid repetition and mechanical exercise, 
throughout which the artist is no longer present with the 
fulness of his spiritual resources and the entire strength of 
his inspiration. When this takes place his art nccessarilf 
sinks to the level of a mere executive facility nr accomplish¬ 
ment of his hands, and a manner, otherwise innocent enough* 
may very readily grow starved and lifeless. * 

{*} The more truly artistic " manner " has consequently 
to disengage itself from such jejune peculiar (ties, to broaden 
out into a freer atmosphere, 1 so that no specialised mode*of 
handling shall be suffered to sterilize itself into what is 
simply a matter of habit- In this way an artist will approach 
the facts of Nature with a breadth of view more in keeping 
with her own, and will understand how to identify his huger 
conceptions and the general technique of his craft with the 
same ideal spirit In something of the same sense we may 
describe it as a peculiar manner of Goethe that he is par¬ 
ticularly apt in concluding not merely poems of society but 
also openings to works of a more serious character with a 
sudden turn of pleasantry, in order to remove the impres¬ 
sion of or throw into the background the serious nature of 
previous reflection or situation. We rued with the Mine 
characteristic in the correspondence of Horace, It is, in fact, 
an application of the art of conversation and general socia¬ 
bility* which, in order to avoid following up any matter more 
deeply, comes to a stop, breaks off and cleverly diverts the 
serious into mate cheerful channels. Such a mode of the 
literary art is undoubtedly part of the manner of the artist 
and his individual style* hut the individuality thus exempli' 
fled is based upon a broader principle, and is asserted in a 
way wholly justified by the artistic purpose of the work in 
hand. And this particular type of an artistic manner will 
enable us to pass readily to the consideration of “style 11 
generally* 

J In nfh rrihit .u fmrHVni, The |ihraf.e at once vu^gt-'is l?y centret: 
that cspftsriun KJ frequently ured Ly painter* of " tfehtnets,” Incapacity 
lei enlarge, which (tinch a UUZKlCttktie y Tartificial handling, ptaJ i J]C te^4 
of m.*t tcvfcmtc wnrls, and *0 frequently tn the original sketch 

of an iitiat a greater aithlic value than to the highly finished work. 
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(6) Style 

Lt style fest fhomme mime is a famous phrase of the 
French. Style is here generally understood as the unique 
characterization of personality, the particular mode of ex¬ 
pression, however it may be applied, which wholly reveals 
to us its substance. Herr von Rumohr, on the other hand 
(“Italian Investigations,” i, p. 87 ), endeavours to interpret 
the expression as a mode habitual through its constant repeti¬ 
tion of bringing together the most vital characteristics of 
the subject-matter artistically treated, by virtue of which the 
sculptor informs his figures with reality, and the painter gives » 
to his the appearance of life. He further adds important ob¬ 
servations upon the appropriate form of representation which, 
in the case of an art such as sculpture, the specific sensuous 
material either permits or proscribes. It is, however, not 
necessary to attach the expression “ style "solely to this aspect 
of sensuous material; we may unquestionably extend it to 
all those determinations and rules of artistic production 
which apply naturally to any particular type of art, and in 
virtue of which an object is reproduced in the medium of 
any one of them. We consequently distinguish in the art of 
music the style of church music from that of opera, and in 
that of painting, the historical style from the style of genre 
painting. Style is therefore a mode of artistic presentation, 
which not merely follows closely the fundamental conditions 
of its material, but asserts itself as adequate to all that any 
particular type of art demands for its composition and exe¬ 
cution and in strict conformity with the laws which apply to 
the subject-matter on hand. Defect of style will then, in 
this extension of the meaning, either imply an inability to 
present a composition in accordance with such necessary 
conditions, or will amount to a personal caprice which rather 
gives free rein to its own particular predilections than accepts 
the conditions of composition which are really proposed to 
it, in other words adopts an inferior “ manner " of its own. 
Consequently it is inadmissible, as Herr von Rumohr has 
already pointed out, to apply principles peculiar to one type 
of art to another, as Mengs has done in his famous museum 
in the villa Albani, where both in the general conception 
and execution of his Apollo he adopts the modes of colouring 
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applicable only to sculpture* A defect of the same kind may 
l« totced in many of the pictures of Purer, where wc ice 
that even in painting* especially in the folding of his drapery, 
he adopts the style of woodcut in which he is so consum¬ 
mate a master, 

(r) Orstp/uilify « 

The final result,, then* of our inquiry on this head is that 
true originality does not consist in merely conforming, to the 
paramount conditions of style, but in a kind of inspired 
stale 1 personal to die artist which, instead of committing 
itself wholly to a mere external manner of composition, seises 
hold of a particutar subject-matter that is essentially rational, 
and by virtue of its own resources and quality, re-clothes the 
same as from within the artist himself and not merely in a 
way conformable to the essential notion of the art adopted, 
but also in a form adequate to the universal notion of the 
Ideal 

(a) True originality is consequently identical with true ob¬ 
jectivity, and combines that which is due to the personality' 
of the artist and the actual subject-matter of his work in 
such a way that both aspects of bis artistic product art held 
together in complete accord. Looked at in one way, such 
a work appears to reveal to us the very essence of the artist's 
personality, white regarded from another we only find there 
the essence of the subject-matter artistically treated, so that 
this very uniqueness of expression appears to arise from the 
unique characteristics of the material to which it is applied; 
and we may say with equal truth either that the expressed 
form is due to those characteristics, ur that this unique im¬ 
pression we obtain from them proceeds from the creative 
unity of the artist 

(p) True originality must be entirely kept distinct from 
individual caprice and every kind of personal expression 
that is due to fortuitous causes, A common idea of origin¬ 
ality is simply the stringing together of so many curiosities* 
things which this particular individual and no other could 
perpetuate or even faintly imagine* That is r however, merely 
idiosyncracy gone mad- No people on earth are more ori¬ 
ginal in this meaning of the term than Englishmen, a 

k hi dir subjtiUt-.-tx Bigtistrung^ 


country where ever)* one prides himself on committing some 
folly or other, which no man in his senses is likely to 
repeat, and then fondly imagines his performance to be 
onginaL 

Wc may in this connection briefly refer to what has been 
extolled, and never more than in our own days as the 
originality of ait and humour. An artist of this type of 
humour starts off from a point of view or an experience 
wholly personal to himself, and constantly recurs to the same 
so that the real object of his artistic production is merely 
treated as the peg on which he may hang, or the field in 
wHich he may give full play to, whatever wittiness, jest, 
quirks, and sallies bis mood may chance to light upon. In 
this way the real object of his art and that which should 
render it vital in himself fall entirely apart, and we have a 
capricious mode of artistic production, in which the idiosyn¬ 
crasy of the artist is made to appear as of first importance. 
A humour of this kind is often replete with intellectual bril¬ 
liance and deep feeling, and in its general result is very apt 
to impose on us; yet for all that it is not generally such a 
difficult matter as is commonly believed. To constantly in¬ 
terrupt the rational content of that which we arc really deal 
ing with, interrupting all steady progress with a stream of 
capricious fresh starts and conclusions, a sort of patchwork 
of whims and emotional excursions, and thereby to create a 
caricature of imaginative vigour is far easier than to develop 
and round off with completeness an artistic whole of sterling 
quality throughout such as will testify to the real Ideal. 
Moreover, our humour nowadays is only too ready to give 
us the repulsive features of a talent for wit essentially crude, 
and is constantly degenerating into coarse buffoonery and 
emptiness. tt'c do not ofien get from it real humour at all. 
The stalest trivialities are wont to pass now for brilliancy 
and depth of soul provided they only rig themselves out in 
the pretentious motley of humour. Shakespeare, on the con¬ 
trary, possessed a grand and profound sense of humour, but 
even his works arc by no means destitute of shallows. The 
humour of Jean Paul too often surprises us with the depth 
of its wit and the beauty of its sentiment, but we arc quite 
as often repelled by the absurdly eccentric way in which he 
hitches together his subjects, or rather leaves them with the 
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bare jointure la be apart, and then Hoods ail he ha* to say 
with a kind of humour that leaves It almost impossible to 
make head or tall of. No humourist, however great he may 
be, is likely to find anything resembling it in his memory . 
and our main impression is frequently, even in the case of 
lyari Paul’s kaleidoscopic affects* that they arc rather die 
result of mechanical pasting together than a spontaneous 
product from the crucible of genius. For this reason Jean 
Paul finds it necessary, in order continually to present new 
effects, to drug into hoots differing wholly in kind, botanical, 
legal and philosophical disquisitions, no less ttrnn desorp¬ 
tions of travel; whatever whim in fact may strike his fancy 
at the time is promptly inserted. Even when his subject re¬ 
lates to scientific discovery' he will run together the most 
heterogeneous material such as a collection of Brazilian 
plants and observations upon the old imperial chamber. 1 
There are people who will praise a motley of this kind as 
original. Hut it U really precisely the kind of caprice which 
originality of the genuine stamp excludes. 

White we are on this topic it will not be out of place to ' 
add some further remarks upon irony, which particularly 
prides itself upon presenting us with the very flower of ori¬ 
ginality on just those occasions when it has ceased to treat 
any artistic material with seriousness and converts the whole 
LifficT into a subject of witticism, only worth notice for the 
sake of the wit it suggests. l^ooked at front another point of 
view this irony rakes together a lot of things which are quite 
foreign to the essence of the matter in hand, things the 
deeper significance of which the poet keeps to himself, and 
hh notion seems to be that by this subtle exercise of his 
powers the imagination will be enlarged. And it is just in 
external associations of this sort that we get what we 'have 
already described as the poetry of a poetry, wherein every¬ 
thing that is deepest and most excellent is concealed from 
us for no other reason limn this, that we must not be allowed 
to look at it because it is so profound. And we really find 
in Friedrich von SchltgiTs poetry, more particularly when 
he became vain over his title to the rank of poet, that which 
clearly is set forth as the aroma of all is just that which is 
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never expressed: no wonder this poetry of poetry turns out 
to be the flattest prose. 

(y) A genuine work of art must consequently be held in¬ 
tact from all originality of this perverse type. True origin¬ 
ality will be asserted throughout by this and this alone, that 
the work has the appearance of being the unique creation 
df one individual mind, which does not go about picking up 
scraps from around it and then make thereof a patch-work, 
but permits the material of that work, in complete accord¬ 
ance with the unity most congenial to its own substance, to 
bind itself together in a whole all parts of which are strictly 
related, as truly stamped with one mint as the founder's # 
cast. When we find scenes and motives introduced upon 
grounds that are foreign to the real artistic purpose, that is 
to say, which do not directly grow out of the true subject, 
we must inevitably lose that subtle and necessary connection 
of all the parts which create this unity, and what we thus in¬ 
terpolate will unavoidably impress us as something for¬ 
tuitously attached by personal caprice. Much in this way it 
has been the fashion to give exceptional praise to the “ Gbtz 
von Berlichingen " of Goethe on the grounds of its great ori¬ 
ginality. No doubt it is true enough, as we have above re¬ 
marked, that in this drama Goethe has with much intrepidity 
given the lie direct to and turned his back u|>on all that had 
been taken as the established principles of the aesthetic 
science of his age; the execution of this work, however, does 
not bear the stamp of genuine originality. One finds, on the 
contrary, in this youthful production indications of the 
poverty of the material upon which it is founded, so that 
many traits and entire scenes appear to have been raked to¬ 
gether and united by connections foreign to the subject from 
material of an interest contemporary with that of the artist's 
life instead of being the genuine elaboration of the funda¬ 
mental subject-matter. The scene, for example, between 
Gbtz and brother Martin, where Martin Luther is clearly 
suggested, contains ideas which Goethe could only have bor¬ 
rowed from a time such as his own when people began once 
more to wail over the conditions of monastic life, how they 
durst not drink wine, could only sleep off their meals, were 
at the mercy of evil desires and generally must submit to the 
three intolerable vows of poverty', chastity, and obedience. 
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Brother Martin, on the other hand, grows enthusiastic over 
the knightly life of Gdtz, how he recalled to memory the 
load of booty he took from his foe, whom he ran through 
with lance on horseback before he could shoot, then tumbled 
oyer, horse and all, and finally returned to his castle and 
wife. Whereupon the good monk drinks the health of the 
dame Elizabeth, wiping his eyes the while. With mundaiTe 
reflections of this sort Luther never started on his journey, 
but rather as a pious monk who had penetrated their 
depths the religious conceptions and convictions of Augus¬ 
tine, another source altogether. Subject to precisely similar 
defects are the pedagogical references to that period which 
occur in the following scene and for which Vasedow is 
mainly responsible. W'e are informed that children of that 
age are taught much that is unintelligible, that the true 
method of instruction should rather educate their minds 
through the senses and experience. Karl, for example, re¬ 
peats phrases to his father by heart precisely similar to those 
current in Goethe’s own younger days: "Junthausen is a 
village and castle on the Junt and for two hundred years has 
been the ancestral property of the lords of Berlichingen.” 
NVhen Gotz asks him if he knows any lord of Berlichingen 
personally the lad stares blankly at him and through sheer 
over-teaching does not know his own father. Gotz declares 
that he knew every path and road in the country before he 
knew the names of a single river, village, or mountain. All 
this kind of thing is mere literary stucco which has nothing 
to do with the actual subject at all. And when an occasion 
does arise in which we ought to find some really character¬ 
istic grip of the very marrow of the subject, as in the con¬ 
versations between Gotz and W'eisslingen, we get nothing 
more than cold reflections upon the times. 

We find much the same association of irrelevant matter in 
the same poet’s “ W ahlverwandschaften." 1 The laying out of 
pleasure grounds, the living pictures, the observations upon 
pendulum oscillations, the testing of metals, the headaches, 
the entire description of elective affinities, which is borrowed 
straight from chemical science, are all of this category. It 
may, of course, be freely admitted that in a romance, referring 
to an essentially prosaic age, such things are prima /mzVadmis- 
' Elective Affinities. 
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sible, and more particularly so when we have a Goethe to 
introduce them so cleverly and apply them so charmingly; 
moreover no work of art of any land can be kept wholly un¬ 
affected by the culture of the artist's own age. It is one 
thing to allow the reflection of contemporary culture to ap¬ 
pear as part of the artistic whole, quite another to bring to¬ 
gether such material of research in a way that places it as 
- something wholly outside and independent of the genuine 
substai.ee of the composition. For the true originality of the 
artist no less than that of his work consists exclusively in 
their being vitally bound up with that which is only intellig¬ 
ible as part of the real subject-matter treated. When the • 
artist has fully appropriated this objective reason, without 
mixing up with it, to die detriment of its clarity, details he 
may have borrowed from his personal experience or other 
sources which do not striedy belong to it; in that case 
alone will he stamp the material with the genuine mark of 
his own artistic mintage. This personal effect upon his 
work merely serves him as a bridge of Life over which he 
passes to secure a work of art wholly complete in itself, just 
as in all genuine thought and action true freedom consists' 
in allowing that which is of essential significance to assert 
itself without restraint, so that it becomes itself the force 
which dominates both the particular thought and volition of 
the man who thus appropriates it, and by so doing reconciles 
ever)' vestige of opposition. In this way the originality of 
art absorbs every accidental trait peculiar to a given person¬ 
ality; but it only absorbs it that the artist may follow without 
reserve the impulse and bent of his genius as inspired 
through every fibre of the material he moulds, and instead 
of reflcctinjg a purely barren wilfulness and caprice of his 
own may give an objective form to his true artistic individu¬ 
ality conjoined with consummate accomplishment. To have 
no “ manner " was ever the one great “ manner,” and in this 
sense alone can we ascribe originality to Homer, Sophocles, 
Rafael, and Shakespeare. 
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